
February 1994 

$10.95 
CAN $14.10 

UK C7.90 

Commemorative Double Issue 

The Enduring Caped Cnisader, 
from Comics to Adam West, 

Mdiael Keaton, and the Movie 
Debut of Animated Adventures 



When Bad Puppets Turn Good 
f 

V COM^G ON VIDEOCASSETTE OCTOBER 1993 
* FULL MOON ENTERTAINMENT h® WPEMtffiElUr ^ *7 

Sank GORDON CURRIE CHANDRA WEST JASON ADAMS TERESA HILL ad GIT ROLFE * Touto ^ 
Sronffc k TODD HENSCHELL' STEVEN E. CARR, JO DUFFY md DOl'G AARNIOKOSKI & KEUH PAYSON B*cdon« Onpml Ida by CHARLES BAND 

Diroaof of Phocoejaph; ADOLFO BARTOU AH Und h MARKMANOS & MARGARET-ANNE SMITH Mmc Composed bt RICHARD BAND 
| Gstingby MacDONALD/BlUiNGTON, C.SA Production Dagna MILO Costume Designer GREG LaVOI 

Line ProdiKT KEITH PAYSON Eieturivc Producer CHARLES BAND 
Dinned by JEFF BURR 

lUSEMiS Ci WRUNOOSEXTEUUHUNT AltffeLW IMIUUIW 

AOONSTCNt 
/?—~*±_ FULL 

M®h®N 



SB JLIIO 
oooooooo o o o o o o o 

VOL 24 NO 6/VOL 25:NO 1 

Welcome Batfans! This issue is for 
you, our commemorative look at the 
comic book phenomenon of Batman and 
the mythic hero’s incarnation in films and 
on television. The hook, of course, is the 
theatrical debut of the character's 
animated adventures. BATMAN: MASK 
OF THE PHANTASM, set to open 
nationwide December 25. The animated 
Batman is sure to be an eye-opener for 
fans unfamiliar with the dramatic adult 
slant of the Warner Bros series on Fox 
that spawned the film. 

Writer Bob Garcia provides a behind- 
the-scenes look at how Warner’s 
BATMAN cartoon series got elevated to 
feature status. Garcia interviewed the 
producers, directors and artists at 
Warner’s burgeoning animation operation 
in Sherman Oaks. California to chronicle 
how a dark, noir, adult-oriented cartoon 
series ever reached the air in the first 
place. His step-by-step look at the 
animation process covers everything from 
the Emmy-winning music of Shirley 
Walker to the voice direction of Mark 
Hamill, whose talents help bring the Joker 
to life. Included in the coverage is 
Garcia’s detailed episode guide to the 
series' 65 shows, including a look at 
what’s in store for next season. 

The centerpiece of our BATMAN 
coverage, however, is Garcia's 
affectionate Retrospect look at the 
production of the '60s Adam West TV 
series. Though its campy tongue-in-cheek 
approach is the bane of Batfans who 
prefer the hero’s currently-in-vogue Dark 
Knight trappings. Garcia points out that 
the old series was instrumental in bringing 
the myth to a wider audience and was 
influential in shaping the comics as well. 
Garcia's book-length production history of 
the series covers everything from the 
show’s colorful look and villains, to its 
makeup, music and fantastic props. 

The icing on our commemorative cake 
is provided by BATMAN expert Joe Desris 
who contributes an episode guide that 
marks the highlights of the 120 half-hour 
Adam West shows, as well as a look at 
comic book creators Bob Kane and Bill 
Finger, and the comic origins of the film 
and TV characters. Frederick S. Clarke 
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Launching big budget remakes, backed by 

it Hammer’s extensive library was 
the main reason we signed the 

deal,” said producer Lauren 
Shuler-Donner. “There’s a 

shortage of ideas in Hollywood. ” 

Richard Wordsworth as a mutating astronaut In THE QUATERMASS XPERIMENT, 
writer Nigel Kneale’a 1955 science fiction claselc now budgeted at $40 million. 

By Alan Jones 
After lying dormant for the 

last seventeen years with come¬ 
back rumors circulating on a 
regular basis, the name most 
synonymous with British horror 
is finally back in business. 
Make that big business. Ham¬ 
mer films is returning to taste 
the boxoffice blood of a hi-tech 
terror era with such a force, the 
near terminal British film in¬ 
dustry is still reeling from the 
shock. Backed by Warner Bros 
and producer/director Richard 
Donner, on the boards are re¬ 
makes of THE QUATER¬ 
MASS XPERIMENT, budget¬ 
ed at $40 million and scripted 
by ALIEN author Dan O’Ban- 
non and Dennis Wheatley’s 
THE DEVIL RIDES OUT. In 
all. Hammer has nineteen proj¬ 
ects in development plus a tele¬ 
vision series. 

Hammer chief Roy Skeggs 
negotiated the multi-million- 
dollar four-year deal with Don¬ 
ner and his producer wife Lau¬ 
ren Shuler-Donner. Noted 
Skeggs, "Richard was very in¬ 
fluenced by Hammer films in 
his early career.” The Donners’ credits in¬ 
clude THE OMEN, SUPERMAN, LADY- 
HAWKE and RADIO FLYER. 

“It’s the best deal any British producer 
has done in years,” said Skeggs, who joined 
Hammer as production accountant for Na¬ 
tional Studios in 1956. Skeggs became 
Hammer’s accountant and secretary before 
supervising 40 Hammer horror films during 
the ’60s’ golden era and producing ten, in¬ 
cluding FRANKENSTEIN AND THE 
MONSTER FROM HELL (1973) and THE 
SATANIC RITES OF DRACULA (1973), 
and the company’s final venture, TO THE 
DEVIL DAUGHTER (1976). Skeggs also 
produced “The Hammer House of Horror” 
TV series made in association with ITC En¬ 
tertainment in 1980. He acquired the Ham¬ 
mer company eight years ago after it had 
fallen into the hands of an official receiver 
because, Skeggs said, “The management at 
the time just gave up. The slasher vogue 
didn’t interest them so Hammer tended not 
to make anything at all.” 

First in the Warner Brothers/Don- 
ner/Shuler-Donner deal will be the $40-50 
million remake of THE QUATERMASS 
XPERIMENT scheduled to begin shooting 
in January 1994. “And it will still be titled 
XPERIMENT," emphasized Skeggs, who 
knows the continuing marquee value of 
Hammer nostalgia. “Once the contracts 
were signed the Donner' went through the 
entire Hammer back catalogue and picked 
out about twenty titles they felt lent them¬ 
selves to being remade. I chose twenty also 
and we put both lists together and picked 
out the cream. We each thought THE 
QUATERMASS XPERIMENT was a good 
atmosphere piece for its day [1955] but the 
special effects were pretty awful. We fig¬ 
ured with today’s computer graphic effects 
it could be a wonderful picture. We ap¬ 
proached Dan O'Bannon to script because 
ALIEN was a slight steal on THE 
QUATERMASS XPERIMENT anyway. 
So he got both jobs! Old Hammer movies 
never had a budget of more than $300,000. 

And that was for a big title! 
The huge investment we’re 
talking about here is a major 
leap forward.” 

The original version of THE 
QUATERMASS XPERI¬ 
MENT, directed by Val Guest, 
was derived from Nigel 
Kneale’s sensationally suc¬ 
cessful serial which aired on 
BBC-TV during July-August 
1953. It signaled Hammer’s 
first big success in horror and 
led directly to the Gothic vein 
mined by the company, begin¬ 
ning with THE CURSE OF 
FRANKENSTEIN in 1957. 
Brian Donlevy starred in the 
monochrome masterpiece as 
Professor Quatermass investi¬ 
gating the alien force trans¬ 
forming an astronaut from a re¬ 
cent space mission into a 
hideous monster. United 
Artists released the movie in 
the United States and titled it 
THE CREEPING UN¬ 
KNOWN. Skeggs doesn’t 
agree that the subject matter is 
more BBC than Hammer. “The 
TV series was certainly very 
popular but it was the Hammer 
film that made the story a clas¬ 

sic,” he said. “We intend to remake the en¬ 
tire QUATERMASS trilogy over the next 
four years with QUATERMASS II and 
QUATERMASS AND THE PIT to fol¬ 
low.” 

Lauren Shuler-Donner sees Professor 
Quatermass a highly franchisable figure. 
“The Hammer back catalogue is just won¬ 
derful and packed with great thrillers,” not¬ 
ed the producer, hot from the combined 
success of DAVE and FREE WILLY, 
“Their extensive library was the main rea¬ 
son we signed the deal in the first place. 
There’s a shortage of ideas in Hollywood at 
the moment, yet here’s a company with a 
wealth of stories ready for reinterpretation. 
American audiences aren’t so familiar with 
the Quatermass pictures. They only had cult 
appeal initially. But if we do THE 
QUATERMASS XPERIMENT right, the 
whole world will embrace the character. 
The Quatermass stories are classics— 
QUATERMASS AND THE PIT is my fa¬ 
vorite—and the remakes can definitely 
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Warner Bros and director Richard Donner. 
work for a new generation.” 

The second remake in the War* 
ner/Donner/Shuler-Donner deal will be 
THE DEVIL RIDES OUT (1968), 
based on Hammer’s highly successful 
adaption of the Dennis Wheatley novel 
starring Christopher Lee as the Due de 
Richleau who pits his devil worship 
knowledge against an evil group of Sa- 
tanists. “It’s a similar situation to THE 
QUATERMASS XPERIMENT,” said 
Skeggs. “THE DEVIL RIDES OUT is a 
fabulous film but the special effects are 
lacking. Now we can make a truly su¬ 
perb version of the Wheatley tale using 
modern technology. It’s my favorite 
Hammer film too. I chose this one to re¬ 
make and I’m trying very hard to make 
sure this production will definitely be 
shot in England.” Shuler-Donner intend 
to shoot the QUATERMASS movies in 
America. 

Other remakes being considered are 
STOLEN FACE (1952) and TASTE OF 
FEAR (1961), titled SCREAM OF 
FEAR for its U.S. release. The former 
was directed by Terence Fisher and con¬ 
cerned a plastic surgeon turning a crimi¬ 
nal psychopath into an exact replica of 
his dead lover. The latter, directed by 
Seth HOLT, falls into the ‘Who’s plot¬ 
ting to drive a young girl insane?’ cate¬ 
gory. Noted Lauren Shuler-Donner, 
“Both of these thrillers could be updated 
into really classy movies on the scale of 
JAGGED EDGE and FATAL AT¬ 
TRACTION STOLEN FACE is an in¬ 
triguing concept and when we redo it, 
we’ll have to decide from which angle 
we’ll approach the story. Should it be about 
the tortured doctor and his need to replace 
the woman in his life with a dead ringer? 
Or should we go with the remodeled 
woman, the way of the original? That sort 
of decision is why these Hammer movies 
won't simply be straight remakes. 

“It’s the good story bones we looked for 
with regards to our remake choices, 
SCREAM OF FEAR twists and turns, a 
horrible dead body appears, then it twists 
and turns some more before a great denoue¬ 
ment. No one ever suspects who it is and 
that superior twist will work for today’s au¬ 
diences.” Shuler-Donner’s commitment to 
the Hammer package has meant she’s had 
to give up developing the movie adaption 
of Anne Rice’s THE WITCHING HOUR, 

Christopher Lee as the Due de Rlcheleau In 1968'a Dennis 
Wheatley adaptation THE DEVIL S BRIDE, the second In a 
series at proposed remakes to begin filming In January. 

which her husband was set to direct for 
Warners. 

But the remakes only spearhead an am¬ 
bitious roster of new Hammer projects. Al¬ 
so part of the Wamer/Donner/Shuler-Don- 
ner deal is HIDEOUS WHISPERS, based 
on a novel titled ‘The Hiss,’ which Donner 
will direct. Noted Skeggs, “He said he’s 
been looking for exactly this sort of horror 
film ever since he had a huge success with 
THE OMEN in 1976. Another story called 
PSYCHIC DETECTIVE is also being de¬ 
veloped at the moment. We’re taking on 
writers practically daily and I seem to be 
going to Los Angeles every three weeks for 
production meetings." 

But the first new Hammer movie to go 
in front of the cameras will probably be 
CHILDREN OF THE WOLF, which was 

due to begin filming in November, a 
low-budget thriller co-produced with 
the Movie Acquisitions company, star¬ 
ring Lesley-Anne Down, with John 
Hough directing. Hough directed 
TWINS OF EVIL for Hammer in 1972. 
Does this mean the company will be 
happy to employ veteran Hammer stars, 
directors and technicians again? “It de¬ 
pends," said Skeggs. “The American 
end will make their own decisions but I 
would love to use all established Ham¬ 
mer people if we can find them. There’s 
still a few around and some have al¬ 
ready been in touch. There will always 
be cameo roles for Peter Cushing and 
Christopher Lee if they want them. I 
want links between the past and the fu¬ 
ture to ensure every movie will be an 
authentic Hammer film.” 

Cushing and Lee, of course, found 
Hammer fame playing Baron Franken¬ 
stein and Count Dracula. But don’t ex¬ 
pect to see any sequels of the SCARS 
OF DRACULA (1970) or FRANKEN¬ 
STEIN CREATED WOMAN (1967) 
sort in the newly remodeled House of 
Horror, “There's no point, because 
Francis Ford Coppola just remade 
DRACULA and Kenneth Branagh is 
about to direct FRANKENSTEIN," said 
Skeggs. “Universal is also developing a 
new version of THE WEREWOLF and 
someone else is doing THE MUMMY. 
They are all big-budget pictures and 
have made any other versions redun¬ 
dant. Hammer made seven DRACULA 
movies and five featuring FRANKEN¬ 

STEIN. It’s enough.” 
A new television series is also part of the 

Wamer/Donner/Shuler-Donner agreement. 
“THE HAUNTED HOUSE OF HAMMER 
will be like THE TWILIGHT ZONE,” said 
Skeggs. “The deal is for 44 one-hour 
episodes. 22 will be shot in Britain next 
spring, the remainder in America. They fea¬ 
ture strange ghost stories from classic writ¬ 
ers to modern ones. We sifted through 700 
short stories before making our choices. 
Richard Donner will direct several and 
we’ve also approached Dante and Brian De 
Palma. They are both huge Hammer buffs. 
Until fairly recently I never realized so 
many American directors and producers 
had been influenced by the films. Martin 
Scorsese even has a Hammer section in his 

roDtinunl on page 125 



THE BATTLE IN OUTER SPACE 

STAR TREK’s TV challenger launches its 
syndicated series premiere in January. 

Michael O'Hare as Commander Jeffrey Sinclair, running the space station lor the 
Earth Alliance, with new Pal Corps llason Talla, played by Andrea Thompson. 

By Mark A. Altman 
After a prolonged period of 

doubt as to the fate of Warner 
Bros’ BABYLON 5 telefilm, 
the studio has committed to a 
22-episode order for the first 
year of one-hour episodes of the 
syndicated space opera, to pre¬ 
miere on independent stations 
in January. 

“I never had any concern 
about being picked up," said se¬ 
ries creator J. Michael Stra- 
czynski. “The negotiations 
dragged on and on for very le¬ 
gitimate reasons. Two months 
after we hoped to get the pick¬ 
up, 1 came home and 1 was hot 
and tired and put my feet up and 
the phone rang. They told me 
we were being picked up. It was 
great, but I still had a headache, 
I was tired and my feet still 
hurt. The trumpets didn’t 
sound, the curtain didn't come 
down and the choir didn't show 
up. It wasn’t the supreme mo¬ 
ment one kind of hopes for, but 
it was jazzy enough in its way.” 

BABYLON 5 was first in¬ 
troduced to fans in February of 
1993 when Warner’s Prime 
Time Entertainment Network 
unspooled the original BABY¬ 
LON 5 telefilm, a two-hour 
backdoor pilot for a proposed 
weekly science-fiction series 
from the mind of writer/produc¬ 
er Straczynski, a veteran of the 
new TWILIGHT ZONE, MUR¬ 
DER SHE WROTE and CAP¬ 
TAIN POWER & THE SOL¬ 
DIERS OF THE FUTURE. The 
movie earned mixed notices 
from fans and critics who laud¬ 
ed BABYLON 5’s slate-of-the 
art computer effects but who 
found the telefilm’s storyline 

somewhat hackneyed. 
“It was a flawed pilot in 

many ways but we were very 
happy with what we did given 
what we had to work with,” 
said Straczynski. “A lot of the 
problems were production ori¬ 
ented. We had these very color¬ 
ful ambassadors and if you put 
the Earth Alliance characters in 
these plain blue uniforms 
they're going to fade into the 
background against these guys. 
We had to punch them up visu¬ 
ally and add textures and colors 
to the costumes. We also had to 
bring the writing up for the hu¬ 
man characters to compete with 
these alien ambassadors.” 

Another problem the pro¬ 
duction team faced in making 
the telefilm was the fact the pi¬ 
lot ran 25 minutes too long. 
“All the character stuff ended 
up on the cutting room floor," 

said Straczynski. “I showed 
some of the footage at conven¬ 
tions and people who didn't like 
Sinclair, for instance, came 
away with the revelation that 
Sinclair was kind of an interest¬ 
ing character. The first thing 
that goes in an edit like that is 
character, the second is humor, 
the third is action, the fourth is 
plot and we had a very plot- 
heavy movie with a lot of expo¬ 
sition. Now that we're into the 
series and we've established 
our universe, we can sit down 
and have fun." 

Although much of BABY¬ 
LON 5’s look wiil remain the 
same when the series premieres 
in January, there have been a 
number of dramatic changes 
made both in front of and be¬ 
hind the camera. All of BABY¬ 
LON 5’s troika of woman have 
been replaced, including Blaire 

Baron who portrayed Sinclair’s 
love interest, Carolyn Sykes, 
Tamilyn Tomita who played 
second-in-command Laurel 
Takishima and Patricia Tallman 
as the telepath Lyta Alexander. 
“What you have to do with an 
ensemble cast is look at how the 
unit plays and what kind of syn¬ 
ergy exists among the perform¬ 
ers,” offered Straczynski. “Each 
performer can be a terrific actor 
in his or her own right but when 
you put them together, how do 
things work out? Is the whole 
greater than the sum of its 
parts? We thought it wasn’t as 
great as it could have been. We 
wanted to raise the energy level 
and we knew we had to make 
some changes. We did a very 
long and self-critical post 
mortem: Where did we go 
good? Where did we do not so 
good? Where can we improve 
the show? And we felt that cast¬ 
ing was one area where we 
could make some changes and 
make the show better," 

New to BABYLON 5 are 
Andrea Thompson as the sta¬ 
tion’s resident telcpath, Richard 
Biggs as the new doctor on¬ 
board, replacing Johnny Seka, 
and John Flynn who serves bc- 
hind-the-camera as the show’s 
new director of photography. 
“We recast different actors with 
a different energy level,” said 
Straczynski. “For the second in 
command we got a great per¬ 
former, Claudia Christian, who 
brings with her a real sense of 
command. We also have a new 
ladyfriend for Sinclair, Julia 
Nickson-Soul, and we retain the 
same ethnic mix as was in the 
pilot.” 

Straczynski has also incor- 
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The station'* Insectold Mafia boss, N'grath, makuep design by Optic Nerve, 

porated the cast changes into 
the narrative tapestry of his 
space saga, ‘it's played to our 
benefit to have these new cast 
changes in that in the course of 
one of our episodes, Sinclair 
asks, isn't it very strange that 
two of our people who saw in¬ 
side a Vorlon have been trans¬ 
ferred back to Earth Central in 
very quick time and we haven’t 
heard from then since?’ I think 

it would be great down the road 
to bring back some of the char¬ 
acters because there are defi¬ 
nitely ways they could fit in. 
There are some revelations 
about Laurel I would love to 
make. There are about ten 
things that point to the fact that 
she was involved with the con¬ 
spiracy in the pilot, perhaps not 
of her own volition. I can bring 
her back for an episode where a 

ship comes in, the door opens 
and Laurel Takishima is bloody 
and battered and passes out and 
there’s your teaser. Now some¬ 
thing is chasing her back to 
BABYLON 5.” 

Also joining the cast in re¬ 
curring roles are cult actress 
Mary Woronov (EATING RA¬ 
OUL) as the aide to Vorlon am¬ 
bassador G’kar (THE FUGI¬ 
TIVE’S Andreas Katsulas) and 
Stephen Furst (ANIMAL 
HOUSE) as the ambassadorial 
aide to Cenlauri ambassador 
Londo (Peter Jurassic). The 
soundstages for the show span 
15 elaborate standing sets, most 
of which also function as swing 
sets. The medlab has been com¬ 
pletely redesigned as have the 
observation dome, which func¬ 
tions as the command center, 
and a restaurant and nightclub 
have been added. The new 
episodes will also showcase the 
station’s squadron of fighter 
craft designed to function in a 
zero-G environment, fulfilling 
the series mandate for scientific 
accuracy. It’s an attempt at 
keeping events on the station 
lively even though its crew will 
not be boldly going far from the 
confines of the space station. 

“If you do a show set in Los 
Angeles like REMINGTON 
STEELE, you don’t have to 
find a justification to go off to 
Las Vegas every week,” said 
Straczynski. “That’s where 
your story takes place. We have 
a quarter million residents, 14 
recurring and regular charac¬ 
ters, all with their own agendas, 
so there’s a huge soup of drama 
we can dip into wherever we 
want. We also have the garden 
set and the fresh air restaurant 
which will be large and open 
and we'll be doing shuttles go¬ 
ing back and forth and some 

Sarto* creator Joe Straczynski on the apace station's newly constructed command center, replacing the pilot's rented props. 

Norg, an alien bodyguard, makeup 
design by Optic Naive, aupervlaed 
by John Vullch and Everett Burrell. 

battle scenes that are going to 
be amazing. We’re doing non- 
aerodynamic ships that are de¬ 
signed to move on any axis at 
alt and when these things go in¬ 
to action against something, it 
looks very cool.” 

Of the 22-episode order, 
Straczynski will be writing 
eleven himself. The rest have 
been assigned to several famil¬ 
iar science-fiction scribes in¬ 
cluding D.C. Fontana, David 
Gerrold, Marc Scott Zicree and 
author and BABYLON 5 cre¬ 
ative consultant Harlan Ellison, 
who may even pen a story in¬ 
volving Robert Culp reprising 
his role from OUTER LIMITS’ 
“Demon With A Glass Hand." 
Other actors scheduled to ap¬ 
pear in the first season are 
David MacCallum, W. Morgan 
Shepard and Walter Koenig as a 
psi police enforcer. 

For Straczynski, the launch 
of BABYLON 5 and the chance 
to become the great bird of his 
own galaxy is a six-year dream 
come to fruition, “Creatively, 
it's wonderful because I’m 
telling the stories I want to tell,” 
he enthused. “As a fan, it’s ter¬ 
rific. It has a great deal of re¬ 
sponsibility because it’s a per¬ 
sonal vision I have of what the 
stories should be and I'm al¬ 
ways being called and trying to 
keep track of 10 zillion differ¬ 
ent things. It’s a wonderful op¬ 
portunity and it’s what I've 
worked for all these years.” □ 
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CAMPING UP THE COM I C S 

Playing the Caped Crusader 
tongue-in-cheek for the ’60s. 

By Bob Garcia 
*7 thought it was ‘The End' 

when it came out, and / still en¬ 
joy it today when / see the re¬ 
runs. It was so original to actu¬ 
ally bring the comic script to 
the screen as pop art, with the 
actual POW lettering on the 
screen and the unusual camera 
angles. The filmmaking was ter¬ 
rific. " -Boh Kane, 

Creator of Batman 

It was the end of 1965, and 
television viewers had voyaged 
to the bottom of the sea, been 
bewitched, gotten Smart, met 
the men from U.N.C.L.E., and 
been lost in space for a few 
years. Television was doing a 
balancing act between ripping 
off the movies, parodying the 
movies, and trying to figure out 
just what it was it could do dif¬ 
ferently than the movies. And 
with the advent of color broad¬ 
casting, television creators 
needed a way to really show 
what the medium could do. 

Simultaneously, artists were 
breaking the rules and bringing 
a new look to modern art. They 

Adam West aa Batman and Jill St. John 
as Molly, tha Rlddlar a moll In "HI 

Dlddla Riddle.” the series' 1966 debut 

were copying the style of comic 
panels and repeating various 
commonplace images in differ¬ 
ent-colored motifs. Everything 
was highly symbolic and un¬ 
conventional, using shapes and 
colors in ways that shocked the 
mainstream. Pop art was here, 
and pop culture was looking for 
a way to break into the homes 
of all America with its full-col¬ 
or irreverence and audacious¬ 
ness. 

A veteran producer of 



movies and a pioneer in televi¬ 
sion, Bill Dozier, would fulfill I these needs with a campy irrev¬ 
erent look at the modem world, 
a comic book show named 
BATMAN. While he personally 
wasn't a fan of pop art, the peo¬ 
ple involved in the show, (the 
art director, the writers, the cos¬ 
tume designers), would bring 
the same attitudes to television 
as the artists brought to the art 
world. Dozier’s crew created a 
bright pop art world filled with 
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THE PENGUIN 
Burgess Meredith was a 
consummate supervillain. 

By Bob Garcia 
Ephraim Katz, in The Film 

Encyclopedia, called Burgess 
Meredith the man who brought 
the Penguin to life: "One of the 
most gifted and versatile per¬ 
formers of the American stage 
and screen.” 

Born in Cleveland in 1908, 
Meredith worked as a merchant 
seaman and businessman before 
embarking on a stage career in 
1929. Afterward, he went to 
Hollywood to star in numerous 
films, including OF MICE AND 
MEN, ROCKY, TORTURE 
GARDEN and CLASH OF THE 
TITANS. He directed the feature 
THE MAN ON THE EIFFEL 
TOWER and starred in innumer¬ 
able television shows including 
episodes of ROD SERLING’S 
THE TWILIGHT ZONE, 
SEARCH, etc.. Meredith even 
pulled off what Julie Newmar 

The Penguin of the comics, art by 
Carmine Infantlno for Batman #169, 

February 1965, TV's Inspiration. 

did not, and starred in the third 
season of BATMAN while act¬ 
ing in MACKENNA’S GOLD. 

Meredith’s enthusiasm for 
the part of the Penguin was as¬ 
tounding. He enjoyed every 
minute of being that waddling, 
quacking, sarcastic genius. His 
contempt for the Dynamic Duo 
dripped with a venom that no 
other villain on the show quite 
matched. 

“Burgess Meredith was ab¬ 
solutely brilliant,” said associate 
producer William D’Angelo. 
“Lorenzo [Semple] created the 
character, but Burgess brought 
so much on top of what was on 
the paper; it was incredible to 
see. He absolutely loved doing 
that part. He called us every 
week to ask when the Penguin 
was coming back. He would 
have done every episode if we 
had enough of them for him.” 

Even the chore of hours in 
makeup didn't hinder Mere¬ 
dith’s enthusiasm. “The minute 
he got that makeup on, he be¬ 
came the Penguin, and he was 
that character all day long, until 
all that came off,” said Bruce 
Hutchinson, the show’s makeup 
artist. “He was a laugh riot. He 
loved this character. He would 
kind of waddle around as the 
Penguin did on the show, with 
the umbrella, hat and mono¬ 
cle...He was another bizarre 
man. He had a razor-sharp sense of 
humor, and we had more fun 
with him...I think it was the 
first [character with which] he 
could just kick back and have a 
wonderful time, because he had 
always been a pretty serious ac¬ 
tor. And that was the difference 
on that show that really made it. 
Either you had to be a very bad 
actor, or you had to be brilliant, 
to pull that stuff off.” 

Meredith as tha Penguin In BATMAN: THE MOVIE (1966), wielding his cigarette- 
lighting umbrella, the epitome of the comic s waddling, quacking, sarcastic genius. 

Jan Kemp, the costumer for 
the show, also loved working 
with Meredith. “Buzz Meredith 
was a charming man,” said 
Kemp. “I always admired him, 
but to work with him was won¬ 
derful.” Kemp told how he cre¬ 
ated the look of the character 
for Meredith. "The Penguin was 
relatively easy to produce," said 
Kemp. “Using an old-fashioned 
cutaway suit as the basis, I de¬ 
signed body pads to give him a 
portly look and found a fake fur 
fabric that resembled penguin 
feathers to make the vest and 
gloves. Burgess decided to walk 
with a waddle to imitate the 
penguin look, while the little 
quack sound was to actually 
disguise the fact that the ciga¬ 
rettes he used in the long holder 
were irritating his throat, 
Burgess was—and still is—a 
non-smoker.” 

Meredith also had to put up 
with having the monocle glued 
into his eye socket with spirit 
gum, and eventually had to dye 
his hair for the performance af¬ 
ter a wig proved too much trou¬ 
ble. In spite of it all, he was, 
shall we say, unflappable. 

Bob Butler, the director that 
first worked with Meredith as the 
Penguin, admired how well the 

actor understood what he was 
doing in the part. “(The Penguin] 
was a man who enjoyed dressing 
up in clothing a la a penguin; 
who liked wearing a tuxedo all 
the time and walking like a little 
bird,” said Butler. “That was the 
reality in the TV show, and 
Meredith got behind that instant¬ 
ly. He didn’t worry about the 
psychology of a man who would 
be that way... He was exquisite. 
He was a formally trained actor 
and he knew that this whole 
thing wasn’t too far from corn- 
media dell'arte. You just get be¬ 
hind it. You just play this bizarre 
reality for all its worth.” 

And play it, he did. Each 
time Meredith’s Penguin ap¬ 
peared on screen, everyone else 
would fade into the back¬ 
ground. His cool, quick ad-libs 
would often be funnier than the 
script. For example, in the fea¬ 
ture film, while he was stealing 
the show from three other vil¬ 
lains, he reputedly ad-libbed the 
line (as Catwoman was sweep¬ 
ing their dehydrated henchmen 
into test tubes): “Remember 
each one has a mother.” 

Noted producer Charles 
FitzSimons, “Why he never 
won an Emmy for that perfor¬ 
mance, I’ll never know.” □ 
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colors and ideas never before 
’ seen on television. Opposed to 
. conventional wisdom where the 

villains would be dastardly 
creeps and the hero someone to 
emulate, the show turned the ta¬ 
bles. Dozier's assistant, Charles 
FitzSimons, put it nicely, “The 
villains were entertaining and 
colorful and Batman was a 
bore" 

Movie stars who would nev¬ 
er think of appearing on televi¬ 
sion at the time, begged to be 
put on BATMAN, with each 
villain more flamboyant and 

, colorful than the last. Each star 
lampooned his own image. Lib- 
erace was a showy concert pi¬ 
anist and his badly dressed evil 
twin. Vincent Price was the op¬ 
eratic intellectual Egghead. 
George Sanders was the ulti¬ 
mate cool-headed villain, Mr. 
Freeze. Cesar Romero was the 
Joker dressed not in a clown's 
outfit but in the dapper day-glo 
tux and tails that his '40s lady- 
killer image demanded. 

Thus did BATMAN become 
one of the biggest hits in televi¬ 
sion history. 

■ra 1965, Harve Bennett, 
J later executive producer 

on STAR TR E K II: 
\ THE WRATH OF 

J I KHAN and THE SIX 
M MILLION DOLLAR 
MAN, was ABC’s director of 
west coast development. He 
thought the network needed a 
cartoon show for the early 
evenings. He recommended 
Dick Tracy to Edgar Shcrick, 
director of programming in 
New York. Sherick tried to ac¬ 
quire the rights, but creator 
Chester Gould demanded an as¬ 
tronomical amount of money 
for the license. ABC made a bid 
but lost to NBC. 

Yale Udoff, who has since 
become a screenwriter and re¬ 
cently wrote the science fiction 
thriller EVE OF DESTRUC¬ 
TION, was the director of late- 
night programming at the time. 
“When I was a kid 1 used to 
read Hannan comics. And be¬ 
cause I have these very distinct, 
Russian cheekbones, people 
used to call me the Joker.” Ud¬ 
off pitched the idea to Sherick. 

“Udoff came in and said we 
ought to do BATMAN,” said 
Sherick," We threw him out of 
the office, but he persisted, and 
we decided to look into it." 

EPISODE 
Guide 

By Joe Desris 

“I'm just reminded I’d promised 
to take my young ward, Dick 
Grayson, fishing.” 

—Bruce Wayne lies in order to 
answer the Batphone 

#1 Hi Diddle Riddle 
*i Smack in 

the Middle ★★★ 
I lit*. M3 ML Written by Iawtumo Srmpfr Jr, 
IHmTrd by Robert Hvikr 

Batman and Robin arc sued for 
one million bucks for false arrest by 
the Riddler, who seeks to force 
Batman to unmask in court. Clues 
hidden in the legal documents bring 
the Dynamic Duo to a hot and trendy 
discotheque What A Way To Go-Go, 
as Batman does the Batusi w ith the 
Riddler's moll, played by Jill St, 
John, 

”1 didn't know that I was going 
to have to do a dance in a disco 
before I came in/1 Adam West has 
noted, “That was all improvised on 
the set. The watusi was the dance 
that was popular then. I said, ‘Okay, 
I'll do the Batusi/ And it just 
happened." 

Production values and the pilot’s 
high budget are evident in the 
creative and original set designs, 
lighting and excellent use of color, 
noticeably absent in some under- 
budgeted third season misfires. 
Variations between pilot and regular 
series: opening theme is slightly 
different, Alfred’s rarely used tuxedo 

1/It/44, l 20 6ft, W rittea by I ittrn/n Semptr Jr 
Directed by Robert Bolter, 

Fresh out of the slammer. 
Penguin and his gang create several 
disturbances, including a giant 
umbrella which lands in Gotham, 
Nothing is stolen, so Barman and 
Robin theorize the antics arc a ruse. 

Batman's origin was never 
specifically dealt with during the 
series. Bruce Wayne mentions the 
murder of his parents in episode # l, 

1 2ft M, 8/27/64. W riilra bv Robrrt DaiJrr, 
tHmird by iKia Wm 

The Joker devises a utility belt of 
his own. and switches it with 
Batman’s, lie captures the Dynamic 
Duo and threatens to unmask them 
on live TV. a classic bit of Batlorc. 
These episodes avoid the series’ 
typical bizarro deathtrap cliffhanger. 
an excellent but underutilized change 
of pace. This is the best Joker 
performance by Cesar Romero. 
Hubic Kerns and Victor Paul, the 
stunt doubles for Adam West and 
Burt Ward respectively, arc evident 

Joker displays his new utility belt 
to henchmen Al Wyatt and Nancy 

Kovack in “The Joker Is Wild.” 

is worn throughout #1/2 and the 
superimposed cliffhanger texts are 
angled. 

BalBit.s: Based on “Remarkable 
Ruse of the Riddter" from Batman 
#171 (5/65), written by Gardner Fox 
Lyle Waggoner was originally cast 
as Batman and filmed for a test reel. 

#3 Fine Feathered Finks 
#4 The PENGUIN’S 

AjlNX *** 

Adam West does an Impromptu 
“Batusi" with Jill St John as the 

Rlddler's mom in “Hi Diddle Diddle," 

West and Burt Ward examine a clue 
left by Penguin at the side of a giant 
umbrella In “Fine Feathered Finks/' 

refers lo an umbrella (hat belonged to 
his late father in #3, and recalls “the 
murder of my parents by dastardly 
criminals" in #82. The references to 
Batman's past appear in material 
worked on by Lorenzo Semple Jr., 
initially the series head writer and 
someone who appears to have 
received the most influence from (or 
paid better attention to) established 
Batman comics lore. 

At the end of #4, Semple had 
Commissioner Gordon explain the 
origin of the Batcostume. “It’s 
simple. As Batman realized when 
he set out on his crusade, nothing 
so strikes terror into the criminal 
mind as the shape and shadow of a 
huge bat." Semple felt strongly 
about using bat shadow imagery. “I 
think that's very important, and 
should be in all scripts from now 
on/1 wrote Semple in a November 
6, 1965 letter to producer Bill 
Dozier. “The bat-costume and bat- 
shadows throw terror and dismay 
into criminals. Indeed, that's the 
very kernel of the whole costume 
gimmick and we certainly didn't 
make that point in the pilot. Tell all 
toiling Bat-Writers to try to work it 
in." No such emphasis was ever 
made. 

Bat Bits: Based on “Partners in 
Plunder!" from Batman #169 
(2/65), written by France Eddie 
Herron. Mickey Rooney was 
considered for the role of the 
Penguin. 

#5 The Joker is Wild 
#6 Batman is Riled **** 

throughout the fight scene at the end 
of #6. The first season's more 
expensive optica] on-screen POWs 
and EEYOWs are less obtrusive and 
obliterative than later versions, 
allowing the action to be more 
visible, 

“White was forbidden on the 
set/* said William Dyer, Adam 
West's lighting stand-in. “You'd 
always wear a shirt the color [of the 
costume] or close to it. And if 
something was really important, 
they'd give you a smock to wear [in] 
the color they wanted. Ironically 
enough, you'll see all the heroines in 
white and cameraman Howie 
Schwartz would go bananas. ‘Why 
did you do this to me again? You 
know I don't like white!' Patricia 
Barto did the costumes. She'd 
always do that kind of thing; he'd get 
furious." 

BatBils: Both Jose Ferrer and 
Gig Young were considered for the 
role of the Joker. 

The essence of debonaire, George 
Sanders as Mr. Freeze, In “Instant 
Freeze," understated deadllness. 

“Poor devil. Forced to live in an 
air-conditioned suit that keeps his 
body temperature down to 50° 
below zero* No wonder his mind is 
warped.” -Batman 

#7 Instant Freeze 
mt Rats like Cheese ++* 
2/3/44. WrlttfG by Mai Hud**. IMrertid by Rohrrt 

Belter* 
Batman and Robin attempt to 

thwart Mr. Freeze's plans (osteal the 
Circle of Ice Diamond, and are 
frozen in their steps by a deadly ice- 
gun 

“I don't think I did a very good 
job with George Sanders,'1 lamented 
director Bob Butler, of the actor who 
played Mr. Freeze. “I don't know if I 
didn't direct him enough. He was 
certainly a lovely guy; kind of a 
gentle, decent, professional guy. 
Why it didn't gel with him, I don't 
know." Sanders was less bombastic 
than others who followed in the role, 
including Otto Preminger and Eli 
Wallach. Sanders is more serious and 
perhaps more undcrstatedly deadly. 
Some of this stems from Sanders' 
calm on-screen indifference as a 
cultured cad. In keeping with his 
screen persona, Sanders' 1972 
suicide note observed that he was 
“bored." 

Bat Bits: Based on “The Ice 
Crimes of Mr. Zero" from Batman 
#121 (2/59) by Dave Wood. Mr. 
Zero was changed lo Mr. Freeze for 
the TV show, and the comics 
followed suit. Watch for Teri Garr in 
the bit part of a girl in #7. 
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Ann Baxter as "Zelda the Great/’ an 
escape artist not of supervtltain status, 
based on a story in Detective Comics 

#9 ZELDA THE GREAT 
#10 A Death Worse 

than Fate *** 
2/9 44* 1IQM Writtfi h* I jirritMi Sratptr. Jr, 
[hmird h> Snimao Foster. 

Master escape artist Zelda the 
Great steals $100,000 from the First 
National Bank on April Foot's Day, 
and, believing the cash to be 
counterfeit, kidnaps Aunt Harriet, 
suspending her over a vat of flaming 
oil in demand of a ransom. Though 
not of supervillain status, Ann Baxter 
as Zelda and Jack Kmschen as 
Albanian genius inventor Hsvol 
Ekdol work because Semple's story 
is well written. 

Lorenzo Semple's initial outline 
for these episodes used comics 
escape artist Camadn. William 
Dozier wrote, “Let's remember we 
must work dames into these scripts, 
both for Batman and Robin, 
wherever feasible.” The comment 
inspired Semple to modify his work. 
From a November 11, 1965 letter to 
Dozier: "Am changing the Great 
Camado into Zelda the Great, a 
super-sexy femme escape-artiste and 
illusionist!*' 

Bat Bits: Based on "Batman's 
Inescapable Doom-Trap!" from 
Detective Comics #346 by John 
Broome. These episodes were 
originally cntilled “The Inescapable 
Doom Trap/Zelda Takes the Rap” 
and scheduled to air 1/26 and 1/27. 
Frankie Danow, who plays a 
newsman, previously was a Dead 
End Kid. Both Zsa Zsa Gabor and 
Bette Davis were considered for the 
role of Zelda. 

#ii A Riddle a Day Keeps 
the Riddler Away 

#12 When the Rat*s 
Away the Mice 
Will Play ***i/2 

1 IA Mi. 117 44. Writ!** b> Fred Hr Carter. 
IHmird hi l am (irirv 

Visiting King Boris is kidnapped 

An obviously take dummy ot Batman 
strapped to a drive shaft In "Riddle 

a Day Keeps the Riddler Away." 

mm 
SERIES CREATOR 

Producer William Dozier turned the 
Caped Crusader into a TV sensation. 

CC Dozier had a ball 
with it. He pretended 

to take it seriously but 
he had a tremendous 

sense of humor, a 
twinkle in the eye.» 

—Art director Serge Krizman— 

Executive producer Wllllem Dozier on the Bateave 
set Dozier's Greenway Productions created the show 
for 20th Century-fox at the behest of ABC executives. 

By Bob Garcia 

The men who would 
produce BATMAN met 
only a few years before 
at CBS, when William 
Dozier was the head of 
West Coast Operations 
and Charles FitzSimons 
was producing a pilot for 
his sister Maureen 
O’Hara, entitled MEN 
AND WOMEN.” Dozier 
was a wonderful execu¬ 
tive and a very decisive 
man, who didn’t like yes 
men,” said FitzSimons, 
the feisty Irishman Dozi¬ 
er chose to help run his 
independent Greenway 
Productions, the compa¬ 
ny that made the BAT¬ 
MAN series for 20th 
Century-Fox and ABC. 

FitzSimons was an 
Irish barrister who came 
to America as a protege 
of John Ford and Mcrian 
C. Cooper, the team that 
made KING KONG. 
FitzSimons saw Dozier’s 
success partly as the re¬ 
sult of his Jesuit school¬ 
ing. ‘’That fantastic Jesuit 
education and discipline 
stood to his benefit in the 
motion picture industry," 
said FitzSimons. “He was a 
very erudite, highly intelligent 
man. In motion pictures as well 
as other industries, the biggest 
complaint is that executives 
don’t make decisions; they waf¬ 
fle. Bill Dozier gave you a deci¬ 
sion. I once asked him about it 
and he looked at me and said, 
‘Well, the statistics are you can 
only be right or wrong. If you 
give a decision you’re going to 
be right half the time.’” 

Dozier and FitzSimons pro¬ 
duced BATMAN out of a small 
three room office with an adja¬ 
cent screening room on the 
Century City lot. It was large 
enough for the two of them, 
their secretaries and a dog run 
for Dozier’s white standard 
poodle, Mac. 

Dozier acted as owner of the 
company, cast the principals, 
hired the producer, and unit 
manager and was in on every 

decision including cos¬ 
tuming, sets, vehicles, 
and scripts. He dealt di¬ 
rectly with the networks 
and syndication compa¬ 
nies and developed others 
properties for Greenway. 
As Dozier’s assistant, 
FitzSimons produced all 
pilots, handled the rental 
agreements with vehicle 
customizers, produced 
BATMAN’S feature film 
and worked on financial 
scheduling matters with 
the unit production man¬ 
agers. Together, the two 
would view the dailies, 
go over scripts, and go 
down to the Culver City 
lot, every day to check up 
on their productions. At 
the beginning of BAT¬ 
MAN, they attended 
every production meet¬ 
ing. As problems were 
smoothed out, they at¬ 
tended them sporadi¬ 
cally. “Sam Strangis was a 
very responsible man,” 
said FitzSimons of the 
show’s unit manager. “It 
wasn’t necessary for Bill 
or I to be at the regular 
production meetings.” 

Dozier had worked his 
way up from a story edi¬ 

tor to head of RKO’s theatrical 
division, to twice being head of 
CBS’s west coast operations, to 
head of Screen Gems, and final¬ 
ly his own company, Greenway. 
He was a man who knew how to 
enjoy his success as well. With 
his wife Anne Rutherford, he 
threw fabulous Hollywood par¬ 
ties. 

“There was an austere sense 
to him you saw in business and 
yet there was still this childlike 
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Burt Ward as Robin and Adam West as Batman rehearse a scene in the Batcave with dialogue coach Milton Stark. 

sense of fun,” said FitzSimons. 
During BATMAN Dozier had 
FitzSimons set up an elaborate 
race track for six-inch model 
cars in his large play room. 
“Bill would go to great lengths 
for a gag," noted wife Anne 
Rutherford. 

Dozier brought that sense of 
fun to BATMAN as well, en¬ 
joying its campy humor to the 
hilt. “Dozier had a ball with it," 
said art director Serge Krizman. 
“He pretended to take it serious¬ 
ly, but he had a tremendous 
sense of humor. A twinkle - 
in-the-eye man. Very seri¬ 
ous about it: Bat-like. He 
was very nice to work with. 
He’d come down. He en¬ 
joyed seeing what we were 
doing, and usually liked 
what he saw, and had ideas 
to add." 

Greenway attempted to 
launch THE GREEN 
HORNET on ABC after 
BATMAN, and Dozier dis¬ 
covered the legendary 
Bruce Lee in the process. 
FitzSimons and Lee be¬ 
came good friends and af¬ 
ter the series was cancelled 
FitzSimons helped teach 
the martial artist how Hol¬ 
lywood worked, calling the 
town the “Land of Smoke.” 

FitzSimons designed 
Lee’s business cards with 
the front saying “Bruce 

Lee, Rung Fu, $1,000 per 
hour.” On the back of the card 
he wrote, “Beginners’ lessons: 
3 One-hour Sessions, $300.” He 
told Lee to have a hair dresser 
friend hand out the cards. “Soon 
every middle-aged, overweight, 
macho executive was his 
client," laughed FitzSimons. 

Even after BATMAN was 
cancelled and THE GREEN 
HORNET failed, Dozier and 
FitzSimons still believed in 
comic book properties. Green- 
way made a DICK TRACY pi¬ 

lot for television, but it wasn’t 
picked up. Later, Greenway at¬ 
tempted to launch tried WON¬ 
DER WOMAN with BATMAN 
veterans Stanley Ralph Ross 
writing and Leslie Martinson 
directing, but network chief 
Doug Cramer turned it down for 
ABC. 

Finally, in 1968, Dozier dis¬ 
solved Greenway Productions. 
He spent his remaining years 
teaching drama and dramatic 
arts at Mount St.Mary’s College 
until he died in his sleep in 

1991. Wife Anne Ruther¬ 
ford had show tunes played 
in the chapel during the fu¬ 
neral. 

After Greenway, 
Charles FitzSimons was 
offered a job at Fox and 
took it. “All 1 did was 
move from one office to 
another on the lot,” said 
FitzSimons. In the last 40 
years, he has produced 
over 300 hours of film and 
television between series, 
specials, and movies of the 
week, including THE 
NANNY AND THE PRO¬ 
FESSOR, the last two 
years of LOVE AMERI¬ 
CAN STYLE and eventual¬ 
ly WONDER WOMAN. 
FitzSimons is currently the 
Executive Director of the 
Producer’s Guild, a post he 
has held since 1981. □ 

West, Dozier, assistant Charles FitzSimons, who 
produced the pilot tor Dozier, and Bruce Lee, 

star of Dozier and ABC s THE GREEN HORNET. 

“Between Sherick and me,” 
said Udoff, “was the director of 
development, Doug Cramer, 
who had a large art collection 
and was very interested in pop 
art. He got behind it,” Udoff re¬ 
membered. “Then Sherick 
thought it would work. Sherick 
in turn sold it to the head of the 
network, Thomas Moore. All 
these executives were flying 
back to New York from L.A. 
reading Batman comic books 
hidden in their Fortune maga¬ 
zines. and 1 got not even a five 
dollar raise out of it.” 

“When we presented it to the 
board at ABC, they thought we 
were out of our minds, thor¬ 
oughly bereft of our reason,” 
said Sherick. “But we weren't 
gambling the whole network on 
this show, and they had enough 
respect for the people that they 
put in charge to give them a cer¬ 
tain rein with their judgment. 
ABC was the place to take a 
chance with things. So I took a 
chance with it and it worked." 

ABC at the time was the 

Dozier hired Howie Horowitz, veteran 
producer of 77 SUNSET STRIP, to 

produce the series after the pilot sold. 

third-rated network, and had 
had success in the past with 
shows like THE ADDAMS 
FAMILY and BEWITCHED. 
So it was an ideal nurturing 
ground for BATMAN to grow. 

After acquiring the rights, 
from National Periodical Publi¬ 
cations, (the company that 
would later become DC 
Comics, Inc.), ABC decided to 
bring the production to 20th 
Century-Fox, which had come 
through for the network on 
PEYTON PLACE, another 
twice-a-week television series 
that had become a blockbuster 
hit. Bennett described ABC’s 
relationship with Fox as “very. 
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by the Riddlcr, leading Batman and 
Robin into a trap. Director Tom 
Cirics uses complex camera setups, 
occasional lengthier fluid takes, deep 
focus and some unusually dark sets 
for the series. Cries also directed 
#33/34. and brought visual 
excitement to the series. 

BalBits: At the beginning of #12, 
look for the blatantly (campy) 
stuffed dummies of Batman and 
Robin on the drive shaft. 

#13 The Thirteenth Rat 
#14 Batman Stands 

Pat **1/2 
Written bv C hirltt Hoffman 

Ihrn Inl by Nonnas J wlrr. 

Using his Super Instant 
Mcsmerizer, paroled Jervis Telch 
(alias The Mad Hatter) attempts to 
capture every member of the jury 
which originally convicted him, as 
well as Batman, who testified against 
him, burying the Caped Crusader in 
super-fast hardening plaster. With 
Hatter's criminal acts more 
appropriately tied to hats, these 
episodes are superior to the other 
Hatter installments (#69/70). David 
Wayne gives the Hatter a goofball 
accent (or whatever that is), but fails 
to make him a major league villain. 
Diane Me Bain has a gorgeous voice 
as Hatter's moll, Lisa. 

BalBits: Two-Face was 
originally considered as a first 
season villain, using the theme of a 
TV commentator who has a TV tube 
blow up in his face. This was a 

David Wayne as Jervis letch, the 
Mad Hatter, In The Thirteenth 

Hat," the best of the Hatter 

variation of a Two-Face story as 
reprinted in Batman Annual #3 
(19h2), originally from Detective 
Comics #230 (4/56), written by Bill 
Finger, where a klieg light blows up 
in an actor's face. Ultimately, the 
character did not appear on the 
series. 

#15 The Joker Goes 
to School 

#16 He Meets his Match, 
the Grisly Ghoul**1/2 

,1 2 Mi, 3/3/44* Mrittrtt by Ijhtuo Semple. Jr, 
Ilf reel ed by Murmy Coldi-n 

Joker plans to undermine student 
morale and recruit high school 
dropouts for his gang, the Bad 
Pennies, The Clown Prince of Crime 
wires the Dynamic Duo to a slot 
machine about to generate 50,000 
volts. Atypically, Dick Grayson 
helps solve crimes, infiltrating the 
Bad Pennies sans Batman, Much of 
the show revolves around Grayson, 
his school and classmates. 

Even though Burt Ward was 
several years out of high school, he 

Cesar Romero as the Joker In "The 
Joker Goes to School, * recruiting 
high school dropouts for his gang. 

still looked young enough to do 
justice to the role of a student. “I was 
20 years old," Ward has observed 
regarding his initial involvement 
with the series, “and became 21 and 
had to go to court to gel my contract 
approved so that I could work on the 
show." 

BalBits: In November 1965, 
Semple concocted a new villain 
named The One-Armed Bandit, 
“whose peculiar kick is gimmickcd 
coin-machines of all sorts " The idea 
ultimately wound up in these episodes 
with Joker in charge of the One 
Armed Bandit Novelty Company and 
vending machines that churned out 
silver dollars, quarters, answer sheets 
to exams and knockout gas. 

“The opposite of a girl is a boy!* 
—Robin puzzles out a clue 

#17 True or False Face 
#i» Holy Rat Race^ **** 
3 9*4.3 14 44. Written bj SlfpbfB kandrl 
flimtrd by W illiam Graham. 

False Face steals the Mergenberg 
Crown, replacing it with a replica, 
then gasses Gotham Guardians and 
then epoxies them to subway tracks 
(with quick setting plastic cement) as 
a train approaches. 

In many episodes, the outcomes 
were cither evident or foreshadowed 
long before the conclusion; not so 
here. With numerous twists, turns 
and false leads, this offbeat pair of 
episodes remains consistently 
oblique, even to the end, regarding 
whether Batman and Robin will ever 
apprehend the tricky False Face. The 
villain’s abhorrence of the word true 
as well as his use of false clues are 
other nice touches. Batman at its 
best, for this writer’s taste. 

"Not even his mother will 
recognize the actor playing False 
Face.” said producer Howie Horwitz 
in a February 2 ABC press release. 
"He’s a classically styled actor with 

Malachi Throne as False Face, the 
mystery star behind the Immobile 

mask In “True or False Face.” 
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Director Charles Rondeau (I), Frank Gorshln as the Rtddler and Richard 
Bakalyan as C.B. from episode #31 “Death In Slow Motion,” telecast 4/27/66. 

very chummy.” 
Doug Cramer called William 

Self, the head of television pro¬ 
duction at Fox. Self had been an 
actor, pari of Howard Hawk’s 
movies like THE THING and 
RED RIVER.He produced the 
pilot of Rod Setting's THE 
TWILIGHT ZONE. 

“One of the main reasons 
ABC came to us wilh a project 
like BATMAN.” said Self, 
“was that they knew a studio 
our size could handle the costs.” 
Fox then was the home of such 
costly shows as VOYAGE TO 
THEBOTTOM OF THE SEA. 
Self suggested taking BAT¬ 
MAN to Bill Dozier, a producer 
on the Fox lot who was once 
Self’s boss when Dozier ran 
CBS. “I knew him to be a capa¬ 
ble guy,” said Self. “He had a 
relationship with Eric Ambler, 
the famous novelist. I fell that 
to give BATMAN some stature 
we should try to get a guy like 
Eric Ambler to do the pilot. I 
was really looking for justifica¬ 
tion for doing BATMAN as a 
prime time show. I thought ty¬ 
ing such prestigious names as 
Dozier and Ambler to it, kind of 
gave it that edge.” 

ozier had been head 
of CBS, RKO Pic¬ 
tures, Screen Gems 
and finally in the 
1960s started his own 
production compa¬ 

ny, Greenway Productions. He 
worked in motion pictures as 
well as television, seeing both 
industries as the same. Bennett 
knew him as “a grand .stylish 
man...who had a dry, Nebraska, 
vicious sense of humor.” 

“Batman? Are you out of 
your mind?” were Dozier’s first 
words after hearing ABC pitch 
the idea to him, according to 
Sherick. “Three months later it 
was called Bill Dozier’s BAT¬ 
MAN.” 

“I had never heard of Bat¬ 
man," said Dozier. “I never read 
comic books when I was a kid, 
my parents wouldn't allow me 
to. Naturally I didn't admit any 
of this. I said, ‘Well, let me 
think about it.’ So I went to 
New York, I bought a dozen of 
the comic books of various vin¬ 
tages and I got on a plane. [I 
was] coming back with a lap 
full of these things and one of 
my good friends at Young and 
Rubicam [ad agency] came up 
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THE RlDDLER 
Frank Gorshin on acting 

the Prince of Puzzlers. 

By Bob Garcia 
“Riddle me this. Batman/* 

was a phrase indelibly imprint¬ 
ed upon a generation of Bat- 
fans. Frank Gorshin*s Riddler 
was the consummate Batman 
foe. With a grandiose perform¬ 
ance, he transformed a rather 
minor comic book villain into 
the Prince of Puzzlers, who so 
delighted in outwitting the Dy¬ 
namic Duo that he couldn’t re¬ 
strain his laughter and glee. 
Gorshin brought the audience in 
on the joke. Clearly, this Rid¬ 
dler was so intelligent and in 
control, that the heroes were 
easy marks. Heck, in the first 
episode he even got away. With 
a hard edge, Gorshin convinced 
a nation that he was indeed a su¬ 
per villain to be reckoned with. 

It was Bill Dozier who recog¬ 
nized that the screen actor and 
impressionist would be the per¬ 
fect Riddler. Having seen Gor- 
shin’s work at Screen Gems 

Ttw Riddler of the cornice, art by 
Win Mortimer, the character'e 

ft ret appearance In October 1948. 

while he was its head, Dozier de¬ 
cided to call him in for the part. 
“I was flattered that he did think 
of me,” said Gorshin. “And I 
was excited too, because as a kid 
I loved Batman comics and I 
never thought that someday I 
might be able to play that charac¬ 
ter that wears the question marks 
and left the riddles. I relished it. I 
wanted to do it. I didn’t have to 
audition or anything. They asked 
for me, and I agreed.” 

When Gorshin received the 
script, he became even more ex¬ 
cited. “It was definitely going to 
be a comedy. When I found out 
they were gonna have balloons 
on screen saying POW and 
ZAM, how could it be anything 
else? Then 1 read the dialogue 
and it was pretty apparent that it 
was going to be tongue-in- 
cheek. It was going to be for 
laughs and at the same time it 
was going to have an appeal for 
kids, because there was going to 
be a lot of action involved with 
it.... I thought it was really 
clever. Lorenzo Semple was a 
brilliant writer, and I thought, 
‘This is going to have legs.* 

“It was a pioneer. It was a 
whole new thing. It was also ex¬ 
citing being on the first show, 
and setting the pace, so to 
speak. I was the forerunner, and 
I love that responsibility, be¬ 
cause I thought it was going to 
last a long time.** 

But while Gorshin *s enthusi¬ 
asm was high, and his spirit was 
with them, during the pilot’s 
preproduction, Gorshin himself 
couldn’t be. He was booked in¬ 
to Las Vegas and New York 
and couldn't make it to Holly¬ 
wood for the initial fittings, 
which caused a certain amount 
of headaches for Jan Kemp, the 
costume designer. 

Attacking the role of the Riddler with a manic Intensity, Gorahln took a minor 
villain In Batman's comic book pantheon and made him a classic character. 

“I had a lot of coordinating 
to do with phone calls to get 
measurements and to plan the 
costumes without his body to fit 
them too, initially,” said Kemp. 
“For his first outfit in the series, 
I had planned a set of leotards 
covered with question marks, 
then later added a suit with 
more question marks. When he 
finally got time to come to the 
studio he kept the entire 
wardrobe department in stitches 
with laughter at his jokes and 
impressions.” 

Gorshin remembered that the 
guidance for how to do the 
character was minimal, after he 
got to Fox. “Nobody talked to 
me about it. They just gave me 
carte blanche,” he said. “What I 
wanted to do was carry umbrel¬ 
las all the time and I wanted to 
talk like a duck: quack, quack, 
quack. But they said no, some¬ 

body else is already doing that.” 
Noted Bob Butler director, 

on the pilot episode, “Frank 
Gorshin got the Riddler imme¬ 
diately. I hadn’t pictured that 
the part would be that juicy and 
giddy as he made it. As soon as 
he started performing it that 
way I thought it was hilarious. 
He’s an excellent actor. He’s a 
guy who can stay in character. 
He gets in and stays in, very 
consistent, very thorough and 
convincing. 

“That ultra-intensity was 
very real for him. He just in¬ 
vented a world for himself, 
where he was having a great 
time all the time. He was goofy: 
wonderfully excited and exhila¬ 
rated, just wonderful choices.... 
That originally came from 
Lorenzo [Semple] too. Frank 
couldn’t have done that if the 
material hadn’t been written as 
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kind of giddy and kind of crazy 
to begin with... He stayed on the 
text. Spiritually he was free and 
wild, but he stayed on the text 
one hundred percent...Of 
course, Frank took it to the top.” 

Noted Gorshin, “I think it*s 
relatively easier to play the villain 
than to play the straight guy," 
said Gorshin. “It’s easy to tear 
down the scenery...to be big, 
bigger than life. But to just be 
able and stand there and talk to 
someone and be believable and 
accepted, is really difficult to do.” 

To play this merry villain, 
Gorshin created a laugh that 
was so distinctive it became his 
signature. “Richard Widmark 
had done a picture some years 
ago called KISS OF DEATH,” 
said Gorshin. “He pushed an 
old lady down the stairs and 
when he did that he laughed and 
it became indelible, that charac¬ 
ter Tommy Udo. To this day, 
people remember Richard Wid¬ 
mark having played Tommy 
Udo...because [of) what he did 
while he was laughing. 

“I tried all kinds of laughs. I 
thought, ‘Well, the laugh, if 
anything, has to be honest.’ [As 
the Riddler,] I’m really enjoy¬ 
ing life, and I’m not doing it for 
laughs. I’m doing it because I 
love it. I love outwitting the 
law, outwitting Batman, leaving 
riddles and so forth. There was 
nothing I couldn’t do. I was a 
genius. I could do Shakespeare. 
I could be a scientist. I could do 
anything. But I chose that...So 
it’s got to be a sincere laugh. 
And I found that whenever I do 
laugh at something really, I get 
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this high-pitched [laugh]. And I 
thought, ‘Well, I’ll just do that. 
I’ll just be honest with it.” 

After the pilot aired, it was 
reputedly difficult to get Gor¬ 
shin back to play the Riddler as 
a recurring character. “Frank 
Gorshin always felt that he was 
a serious movie actor,” remem¬ 
bered unit production manager 
Sam Strangis. “He kind of 
looked down a little bit on tele¬ 
vision, looked down on the 
character and the show. Be¬ 
cause he always thought he was 
one step above that. He thought 
he was the next James Cagney. 
It was hard to get Frank to un¬ 
derstand what we were doing on 
the show, because after the pilot 
he didn’t want to do any more. 
It was only through Bill Dozier 
that we got Frank to continue 
doing some of them.” 

Eventually, the character of 

the Riddler grew to have its 
own life for Gorshin, and when 
the show was cancelled, Gor¬ 
shin wasn’t happy. “I didn’t 
even get to do half of the things 
I thought the Riddler was going 
to do. When I got the scripts 1 
couldn’t wait to do it. I thought, 
‘Yeah. They gotta do this and 
they gotta do that.’ 1 saw it go¬ 
ing everywhere. I would [have 
liked] to see him do the things I 
thought he would do, being the 
genius that he thought he was. I 
would have loved to have seen 
him doing Shakespeare, being 
an actor even for his own little 
community; getting involved 
with some scientific project; or 
doing some of the things that a 
genius would do. He would want 
to entertain all of that, to show 
the world what he could do, and 
how well he could do it.” 

As the years have gone by. 

As Batmam comes to the aid of a captive Robin In the series' pilot "HI Diddle 
Riddle," Gorshin as the Riddler flees as a plexiglass door seals off his escape. 

the notoriety brought on by the 
show has worn hard on the ac¬ 
tor. “I enjoy the recognition but 
at the same time it’s frustrating 
because you’d like to be recog¬ 
nized for something else, too,” 
said Gorshin. “Whatever that 
might be. I would have liked to 
[have] created something else 
somewhere along the way. It’s 
frustrating to know that that’s 
[been] over twenty years ago... 
It’s to be enjoyed and yet it’s 
not enjoyed by me. I enjoy the 
recognition, but I don’t enjoy 
the fact that there isn’t recogni¬ 
tion for something else since 
then. 

“It was a job. I had to do a 
job. It wasn’t any different than 
doing anything else. [Not] any 
different than the first time I 
worked with Bob Wagner and 
Broderick Crawford in a pic¬ 
ture called BETWEEN HEAV¬ 
EN AND HELL, and 1 had met 
these people for the first time. 
It was just great to work, and I 
can’t separate that experience 
from the other experience. It 
was always great to be involved 
with something.” □ 

Quotes by Frank Gorshin in 
this article, by producer Will¬ 
iam Dozier in the main story 
and by Cesar Romero in the 
Joker article on page 42 were 
provided courtesy of Kevin 
Burns at 20th Century Fox 
Television, part of an interview 
for BATMAN’S twentieth an¬ 
niversary. Copyright © 1989 
20th Century Fox Film Corp. 
All Rights Reserved. Used with 
permission. 



A* the car bursts Into flames, Adam West as Batman rushes to Robin's rescue with his Bat-fire extinguisher. 

the aisle, stopped, looked over 
my shoulder and said, ‘Well, 1 
guess those scripts do get dull 
after a while.’ 

“Now I couldn't tell him 
why 1 had a lap full of Batman 
comic books. I felt like an idiot. 
So I read all these things and 
thought they must be out of 
their minds. It was all so juve¬ 
nile. Then a very simple idea 
struck me and that was to over¬ 
do it. If you overdid it, I thought 
it would be funny to adults and 
yet it would be stimulating to 
kids...the derring-do and that 
stuff. But you had to appeal on 
both levels or you didn’t have a 
chance.” Back in Hollywood, 

Dozier asked Eric 
Ambler to write the 
pilot. He was amused, 
but said no. Dozier al¬ 
so told his assistant, 

Charles FitzSimons, about doing 
Batman for TV. "He wanted to 
do it with live actors,” said 
FitzSimons. "I got goose 
bumps. It was one of the most 
exciting seconds of my life. I 
thought, ‘My God, what a fan¬ 
tastic idea!”’ Several months 
later, FitzSimons was filming 
test reels for the show. 

To write the pilot, Dozier re¬ 
membered Lorenzo Semple, Jr., 
whom FitzSimons described as 
a “pixie," because of his sense 
of humor. Dozier had worked 
with Semple before, pitching a 
show to ABC that never saw the 
light of day. 

Semple’s memory of who 
came up with the idea of camp¬ 

ing up BATMAN differs. “He 
never read a comic in his life," 
said Semple about Dozier. “He 
had no idea. He was stunned, 
embarrassed, he said he was 
afraid someone would see him 
with them on the airplane. I did 
the pilot script, and not a comma 
was changed. [The script that] 
Bill got was complete down to 
the stage directions. Now Bill 
says he took the idea to ABC to 
sell it. That he took a full script, 
and not the idea, is the small 
thing he fails to mention." 

Dozier called a meeting with 
ABC, and Bennett remembers 
him as having decided to camp 
up the show. “Bill said, ‘We 
want to send it up. We want to 
do a gentle kind of spoof that 
comes out of the whole *Pow, 
Bang. Socko,’ and make it just a 
kind of a fun show.”’ But if 

Semple came up with the idea, 
and not Dozier, Bennett doubts 
that Dozier wouldn't have given 
Semple the credit: “Bill was too 
creative a man to steal or not 
give credit,” said Bennett. 

Whether it was Dozier or 
Semple who decided to camp 
up the show, it was Semple who 
knew exactly how to do it. Cor¬ 
respondence between the two 
while the script was being com¬ 
pleted shows how influential 
Semple was. In a letter to Dozi¬ 
er on July 29th, 1965, Semple 
discussed the two principal 
roles with Dozier after Dozier 
had commented on his outline 
for the first script. Addressing 
Dozier’s comment about Bruce 
Wayne not seeming normal 
enough for the audience: “I 
quite understand what you 
mean by ‘normalizing’ Bruce, 

Setting up camera and sound tor a take of Adam West as Batman and Burt 
Ward as Robin exiting the Batmoblle, capturing comic book color on film. 

a background in New York theater, 
movies and television.” In Joel 
Eisner's The Official Batman 
Rathook, actor Melachi Throne 
lamented a modification to the 
original concept which called for 
makeup instead of a mask. Throne's 
credit appeared as “?” in episode #17 
and at the beginning of #18. 
However, curious viewers could 
simply open TV Guide which listed 
his credit on both evenings. 

Batbits: Hill Finger created False 
Face in Butman #113 (2/58). 

“I'll he back in three minutes 
and twenty seconds.” 

—Batman to Robin 

#19 The Pi kr-fect Crime 
#20 Better Luck Next 

Time *** 1/2 
Jl lfcU, 3/17/44. Wrina bt \Unkv Ralph Ruu 

Ud Le* Oriffl, Ihm-lrd by Junn Station 

In the series* first Catwoman 
adventure, the Feline Fury spirits 
away one of a pair of golden cat 
statuettes containing the secret to 
Captain Manx's lost treasure 
Catwoman traps Batman to battle a 
ferocious tiger and balances the Boy 
Dinner over a pit of hungry tigers 
and lions. 

Noted director of photography 
Howard Schwartz in American 
Cinematographer, "We try to use 
color in an exciting way and for that 
reason we use a great deal of colored 
light on the sets. We felt that amber 

Batman does battle with her pet 
tiger In “The Perfect Crime,'* 

was a ‘cat color* we played 
everything in her office and lair in 
ambers. We went to the greens for 
the Riddler because he wears a green 
outfit, and on the Penguin we used 
purples. These colors are produced, 
of course, by placing appropriate 
gelatins over the lamps. Naturally we 
keep the colored light off the faces, 
except for extreme effects where 
somebody will turn on a red Light or 
green light or something of the 
sort, 

Bat Bits: Suzanne Pleshette was 
considered for the role of Catwoman, 
played by Julie Newmar, 
Catwoman’s alter ego Selina Kyle 
was never shown on the series, 

#21 The Penguin 
goes Straight 

#22 Not YET, HE AIN’T *** 
3 23 44,3 2444. M nil to by Lottbjj) Scmpit. Jr. 
& John C nrdwrll. EHrrrttd by I «ta EL SUrliuoa. 

Penguin apparently dumps his 
criminal past when he routs several 
robberies and establishes the 
Penguin's Protective Agency to 
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but I'm not worried about it," 
wrote Semple. “The way I see 
him. he is so ineffably square 
that he has a sort of sui generis 
normality strictly his own." 

In that same letter Semple 
goes on to discuss Robin: “1 
think it's important to think of 
him as essentially 15+ rather 
than 16+, if you see what I 
mean. He's a very big boy 
rather than a very young adult. 
Teenage girls swoon at him all 
right, but his mental processes 
(if any) are boyish, not man¬ 
nish. I see him as Jack Arm¬ 
strong. not that odious parking- 
lot attendant in the old 77 SUN¬ 
SET STRIP. Again (and I think 
you agree), I conceive this 
whole thing being so gorgeous¬ 
ly square that it’s hip: so far Out 
that it’s In. No necessity to 
make it modern by using 
teenage slang and what not—in¬ 
deed, on the contrary.” 

Also in that letter. Semple 
also makes a suggestion about 
directing the episodes: “Direc¬ 
tion is going to be awful impor¬ 
tant in this thing. Not so much 
directing the actors as the cam¬ 
era angles and set-ups: I just 
know many of the latter should 
be bizarre, with exaggerated 
perspectives you gel in actual 
comic-strip panels." This came 
after Semple had a discussion 
with the man who would later 
direct the pilot. Bob Butler. 
Whether it was solely Semple's 
idea for bizarre angles or some¬ 
thing Butler suggested that 

influenced by the TV show, 
Catwoman gets a sleek bodysuit In 
Batman #197 from December 1967. 
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CATWOMAN 
Julie Newmar set the standard as the 

slinky seductress of Gotham City. 

By Bob Garcia 

Julie Newmar was the 
perfect villainess; the 
woman who would rather 
drop to her death with her 
stolen jewels, than be res¬ 
cued by Batman and give 
up her prize. Using the 
skills she perfected on 
stage in LML ABNER 
and on screen in SEVEN 
BRIDES FOR SEVEN 
BROTHERS, she slinked, 
pranced, and danced her 
way through the first two 
seasons of BATMAN as 
Catwoman. Even though 
Lee Meriwether and 
Eartha Kitt would create 
their own distinct visions 
of Catwoman for the 
show, Julie Newmar re¬ 
mains the most memo¬ 
rable Catwoman of all. 

Her involvement with 
the show came out of the 
blue. “I’d never even heard of 
it," said Newmar, who took the 
part on the recommendation of 
her college-age brother, who 
told her that BATMAN was the 
number one show at Harvard. 
Newmar got her first script the 
day before filming began at 
Culver City, during costume fit¬ 
tings. She told how she helped 
create that Catwoman style. 

"I used to make my own cos¬ 
tumes and know how to create 
that extraordinary curvy look," 
said Newmar, “secrets that you 
learn to do. 1 changed the belt 
line. I put this flashy gold belt 
around my hips instead of my 
waist because I thought it ac¬ 
cented the curviness. 

“We never had time for the 
makeup, to do anything won¬ 
derful or extraordinary. If they 
spent some money on it, we 

Newmar as Catwoman, the first and best of 
three actresses to take the role In the series, 
took a hand In designing her own makeup. 

could have come up with some¬ 
thing really incredible." 

Newmar came up with a way 
to accentuate her eyebrows. 
“She had a concept of what this 
character was supposed to look 
like,” recalled makeup supervi¬ 
sor Bruce Hutchinson. “So I 
said, ‘I want to see what you do, 
and if it works, it's all yours.' 
She did these eyebrow things 
which were all her creation, and 
she did eyelashes, and she drew 
in eyelashes all around her eyes 
with a very sharp pencil. She 
created a wonderful look. A 
very soft yet vulnerable look, 
that played into the evilness of 
that character. Julie's a very 
strange lady. She’s ethereal. " 

Newmar was delighted to 
play the villain, “It was a great 
role,” she said. “Catwoman was 
so spontaneous and creative and 

maddening and sexy and 
insouciant.” She credited 
Stanley Ralph Ross (who 
wrote every Catwoman 
episode but one) for the 
character’s success. “He 
added a love interest to 
it,” she said. 

Newmar, a student of 
Lee Strasberg's Method, 
bought a couple of cats to 
get a feel for her role. She 
remembered the filming 
as “always rushed." After 
they blocked out the char¬ 
acter's movements for the 
camera, the directors 
would say they were go¬ 
ing to shoot the rehearsal. 
Chuckled Newmar, “That 
means, ‘Hurry up, we're 
saving money. Do it 
right.” 

“You had to be like 
Robin Williams, com¬ 
pletely spontaneous!” she 
continued. “It’s fun that 

way. I kind of liked it. It de¬ 
manded a pin-perfect perform¬ 
ance right off the bat. When the 
villains came on they tilted the 
camera, as they did the dia¬ 
logue. It was always fun to in¬ 
vent—at an angle, so to speak 
—so that what you did had sur¬ 
prise elements to it all the time. 

“You’re not going to fly off 
your mark, because the camera 
is not ready to catch you. You 
[did] try to have something up 
your sleeve that would surprise 
them and your co-star, but 
something that stays in the 
script, in the moment, in the 
frame.” 

“On top of what you see, it’s 
comedy, and comedy elicits the 
unused intelligence in the back 
of my brain. Which I fancy a lot. 
Straight drama is fairly simple, 
you know—Saltines—-but with 
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Newmar, the purr-feet Catwoman shows off her dynamic dancer's form In Patricia Barto's sleek costume design. 

CC Straight drama is 
fairly simple. Comedy 
is creating something 
magical. It requires a 
very special focus, a 

very special energy. 1 9 

—heiress Julie Newmar— 

comedy, now we’re creat¬ 
ing something magical. 
To have fun with some¬ 
thing is a very special fo¬ 
cus: a very special energy. 

“The actors were out¬ 
rageous [on BATMAN] 
because if they didn’t play 
it straight, they gave it 
away. You could go very 
far indeed, but underneath 
it all, you had to truly play 
it straight. The time when 
a person is at his most 
foolish is when he believes his 
own ego. He stands up and 
pounds desks, and you just 
laugh and think: what a damn 
fool. That’s how it has to be.” 

But the fun wasn't just in the 
outrageousness of the actors or 
the script; trappings added a di¬ 
mension to the magic. “They 
got everything they could get 
from the back halls or wherever 
they store that musty old 
scenery,” she remembered. “I 
used to laugh when I got on the 
set. They used to have weird¬ 
looking string balls hanging 
there and these ugly looking 
chairs with cat skin. It looked 
much more marvelous on the 
screen. Those colors just gave it 
that zing. All the crafts got to 
come up with the most outra¬ 
geous stuff. What fun! 

“I love props because you 

can fall over them, you can do 
funny things with them, you can 
accentuate certain important 
words with them,” she said. 
“You can do so many wonder¬ 
ful things with props. 1 used to 
adore working with them. Any¬ 
thing that didn 7 work was even 
more wonderful. You could do 
a reaction off of it. And if that 
was funny, you’d react off that 
reaction. You’d have three or 
four laughs right there.” 

Newmar said she was unable 
to do the feature film, because 
of other commitments, but she 
didn’t regret passing it up. “I 
think the whole concept of the 
show when it was really good, 
really fit a fair-sized TV screen, 
rather than the big screen,” she 
observed. “It made it funnier [to 
be seen] there. That is reversed 
when you have a great and 

beautiful film with fabu¬ 
lous scenery. You don’t 
want to see it all scrunched 
down onto a small 24 or 36 
inch screen. You want to 
be surrounded, so your 
eyeballs just pick up the 
edges.” 

She also missed play¬ 
ing Catwoman in the third 
season of BATMAN, be¬ 
cause she was working in 
J. Lee Thompson’s disap¬ 
pointing, extravagant ad¬ 

venture film, MACKENNA’S 
GOLD. 

Even with her disappear¬ 
ances from Gotham, her Cat- 
woman remains a fan favorite. 
“Actually, I get far more fan 
mail now than I ever did when 
the show came out,” she said. 
“People would notice and speak 
up about it then, but not through 
the mail.” 

Her notoriety does have its 
drawbacks for a mother of two, 
especially when she’s out at 
dinner. “People will come up to 
me—stick an elbow in my side 
and say, ‘Purr. Now squat down 
and take a picture with my niece 
here. We want to take this back 
to Colorado.’ Or, ‘Will you 
please lie down so we can get to 
see how tall you are?’ Sure, I’m 
in the middle of this roast beef, 
I’ll just do that right away.” □ 

guard society’s wealth. One of 
Penguin's first successes as the 
sentinel of aristocracy is to nab 
Batman and Robin while they are 
switching Sophia Starr’s real jewelry 
for fakes. Marks the series' first use 
of the Batcyde. 

Leslie Martinson utilizes a 
lengthy, 69-second take with 
Batman, Penguin and Robin in close- 
up during the first half of #21. It 
makes for an interesting contrast 
against the more typical constant 
cutting. Another 35-second take at 
the end of that episode utilizes a 
Hitchcockian traveling camera which 
begins on Penguin/Ciordon/O’Hara 
and finishes on the Doomed Duo, 
suspended behind a shinning gallery. 

The idea of Penguin going 
straight has been part of the 
character’s history in comics. It was 
previously used on numerous 
occasions, among them: Batman #41, 
70, 76; and Detective Comics #171. 

In a hilarious sequence. Batman 
remotely wrestles control of the 
Batmobile from Penguin after the 
dastardly bird has hijacked the 
vehicle. The scene obviously 
influenced a segment in 1992’s 
BATMAN RETURNS, where 
Penguin remotely took control of the 
Batmobile while Batman was driving. 

BatBits: Hairstylist Kathryn 
Blondell recalled. "They made a very 
expensive wig for Burgess, who 
actually went out the night before 

Holy bulls-eye! Trussed up at the 
back of a Gotham shooting gallery 

In "The Penguin Goes Straight." 

and decided to have his hair dyed. 
He wound up using his own hair.” 

#23 The Ring of Wax 
#24 Give ’em the Axe ** 
3 SO 66, 3 314*. M Hllri hi Jack Pariir **d tWh 
K«d|ra WfwlHl by Jinn H. fliiL 

Riddler seeks to plunder The 
Lost Treasure of the Incas. The 
Capcd Crusaders are drugged, tied 
up and suspended over a vat of 
boiling wax by the Riddlers Remote 
Control Enormous Candle Dipper, 
facing doom at Madam Solid's Wax 
Museum. 

Kidd let had only been used in 
three comic book stories before his 
appearances on the IV series 
(Detective Comics #1411, 142, 
Batman #171) with the first two 
occasions way back in 194K. 
Therefore, it is nearly impossible to 
contrast a TV vision of the villain 
w ith that of the comics. In fact, much 
of Riddler's future print 
characterization had a foundation in 
Frank Gorshin's intense inter¬ 
pretation. 

"The biggest problem with 
(doubling| Frank,” recalled stuntman 
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Eddie Mice, who doubled for 
Bruce Lee on GREEN HORNET, 
"was always the green leotards. 
He kept himself in real good 
shape. That’s how I got the job. 
incidentally. I'm built like he is. 
When I showed up, Gorshin just 
went nuts. He says, ‘Well, riddle 
me this. Look at this/ Every time 
they'd get a double for Gorshin, 
the guys didn’t look right. They 
were kind of hanging out. They 
had a lot of problems [with 
weight]. Victor Paul called me. I 
was doing another show on the 
lot. Green Hornet. I was doubling 
Bruce Lee. Anyway, I jumped 
over there and I got into the 
green tight outfit and they slicked 
my hair back. Gorshin’s then was 
kind of blondish and we colored 
the hair a little bit. When 1 
showed up, Gorshin just went 
nuts. He says, ‘Well riddle me 
this. Look at this.* And from then 
on I started doubling him. Even 
if his |costume| tore or 
something, they could take my 

Stuck to the floor of the public 
library by the Riddler’s invisible 
emuslon ln"The Ring of Wax.'* 

coat off and pul it on him. (There 
was always a double outfit.] 
That's how unique it was.” Hicc 
also doubled John Astin in #79/80. 

BatBits: Based on “A Hairpin, 
A Hoe, A Hacksaw, A Hole in 
the Ground!" from Hatmantift 
(7/49) by Bill Finger. 

#25 The Joker 
Trumps an Ace 

#26 Batman Sets 
THE PACE ** 1/2 

4*6*. 476*. Vtrillr* h> t’ruria aihI Mariu 

< mkrril, IKrrcird b| Kittinl C- SarafiH. 

The Joker plots to pilfer the 
Maharajah of Nimpah's solid 
gold golf clubs, but instead 
kidnaps the Maharajah. The 
Dynamic Duo, in pursuit, are 
tied up and locked in a 
chimney filling with lethal gas. 
Some great ideas arc heisted 
from a Joker comic book story in 
Batman #53. 

BatBits: Series guest stars 
reportedly received $2,500 for 
their nefarious appearances. 
Cathy Ferrar, said, "Gleeps! It’s 
Batman!" in episode #1, gained 
some notoriety and became 
known as the “Gleeps Girl.” She 
returned in this episode with an 
additional five syllables to her 
role (“Crime is certainly rampant 
these days."). At the time, she 
observed, “It’s been phenomenal. 
I’ve done dozens of dramatic 
shows...but l never got this kind 
of reaction before.” 

Consulting the Bat-computer to 
learn the doker's whereabouts In 

“The Joker Trumps An Ace." 

“How many times must 1 tell you? 
Queens consume nectars and 
ambrosia, not hot dogs." 

—King Tut to Nefertiti 

#27 The Curse of Tut 
#28 THE PHARAOH’S 

in a Rut ★★ i/2 
4(13 M. 41J M. WriMM b.* Kntwrt C. DcMb iwJ 
Karl Harm, nimted b; Chirtn R. Kuodrau 

A student riot endows a Yale 
professor with a head wound and the 
delusion that he is King Tut. Great 
King of the Nile, setting up an 
Egyptian Sphinx in Gotham’s 
Central Park as ruler of the city. 
Captured by Tut. Batman finds 
himself subjected to the ancient 
llieban pebble torture which is 
supposed to render him a mindless 
slave. Thanks to Victor Buono's 
delivery as Tut, this episode is good 
for a few yucks when Buono is on 
screen. 

Makeup man Bruce Hutchinson 
recalled the original ornate makeup 
job planned for Tut, which made him 
look like a drag queen. “We both 
looked in the mirror and fell on the 
floor. He said, ‘I couldn't go out of 
this trailer looking like this. I’d get 
arrested.' So we took all the makeup 
off and just put that funny little gold 
beard on him. It worked much 
better.” 

BatBits: These episodes mark the 
scries* first use of an original major 
antagonist for Batman, one nut 
previously found in comic books. 

#29 The Bookworm Turns 
#30 While Gotham 

City Burns ** 1/2 
4 20 6*. 4 216*.W hites by Rlk VoilarrU. Bimtol 

bt I jirry P«rct. 

Bookworm, the well-educated 
master of stolen plots, toys with 
Batman and threatens to blow up the 
Amerigo Columbus Bridge. 
However, the blow-up is only a 
picture enlarged on a warehouse 
wall. Bookworm traps the Dynamic 

Roddy McDowall as Bookworm, 
the well-educated master of stolen 
plots in “The Bookworm Turns.” 

Duo inside a monstrous recipe book 
with billowing steam about to turn 
our heroes into the Cooked Crusaders. 

These episodes recycle some 
classically successful Batman plot devices 
such as a stolen Batmobilo. Wayne 
Manx violated and big props. Comic 
book writer Bill Finger’s decades of 
classically memorable Batman scripts 
certainly influenced the content of these 
installments. 

Like the Riddlcr. Bookworm is 
one more interchangeable antagonist 
who frequently and intentionally 
leaves clues and hopes to rub out that 
Batnuisance. Instead of originat ing 
more devices and manic villains, of 
which there were many in the 
generally untapped comic books. 
Batman writers fell into an 
ultimately lethal Batformula and 
redundancy enided the series' success. 

Roddy McDowall gives the 
Bookworm a wonderful, edgy 
quality. The villain had volumes of 
potential, and was even supplied 
with a smidgen of origin/motivation: 
he could only copy, not write/create 
anything original, not unlike the 
series' scripters. Unfortunately the 
character never returned. 

For the scene of Robin strapped 
to the clapper of Big Benjamin, the 
giant bell in the Wayne Memorial 
Clock Tower, art director Serge 
Krizman recalled building a belfry 
well set that was 4f)-fect high. 1 

—_ 
Victor Buono as King Tut, the 

first major villain not found In the 
comics, In “The Curse of Tut.” 

couldn’t find a bronze bell that was 
eight-feet high so it had to be made 
all out of plastics,*’ said Krizman. 
Cinematographer Howie Schwartz 
had to resort to a 9.5mm wide-angle 
lens to get it all in. 

Victor Paul, who was Burt 
Ward's stunt double and, along with 
ilubie Kems, the series' stunt 
coordinator added. ”1 was hanging 
upside down in this giant bell tower. 
I’m always the guy hollering for 
Batman. I'm tied on this six-foot 
gong inside a bell that’s 12 feet in 
diameter. They’re swinging me back 
and forth. Then 1 told them, 'The 
blood is starting to go to my head. I 
can't hang upside down forever.’” 

BatBits: Jerry Lewis was the first 
cameo Gothamite during a Batclimh. 
Aired in 1966. these episodes a^eared 
during National Library Week. 

#31 Death in Slow Motion 
#32 The Riddlek’s False 

Notion_ * 
4/27/**, 4 2H 6* Urine* by Dkk Vmrr, INrwud 

bt (liaiin R. Rowkiu. 

The Riddler turns moviemaker, 
capturing his criminal escapades on 
film. Robin is strapped on a 

prompted this comment is a 
matter for debate. 

While Semple was working 
on the script, Charles FitzSi- 
mons had started working on 
the show. “We knew exactly 
what we were doing,” said 
FilzSimons. “It was completely 
created before we ever started 
to shoot a foot of film. BAT¬ 
MAN was one of the most rig¬ 
orously planned things in televi¬ 
sion. It took me several months 
from the time Dozier sat down 
with me at lunch and said we 
were going to do it. From that 
time, I started research on the 
comic books to plan the tests: 
from designing costumes and 
batarangs and all of the kind of 
nonsense that was involved, to 
trying to find a certain kind of 
silk to make Batman's cloak, so 
that the hollows would be dark 
and the ridges would be high¬ 
lights, and designing the mask 
he wore. There was an enor¬ 
mous amount of preparation in¬ 
volved. 

"[We had to decide] how 
campy we wanted the costume 
to be. We could easily have 
done what they’ve done in the 
theatrical picture, where 
they’ve built a phony body, a 
very operatic costume. We had 
to go the other way because we 
were looking for camp. We 
were looking for it to be funny. 
These things you don’t come up 
with overnight.” 

Semple finished the 60-page 
pilot on August 7, 1965 and 
mailed it off to Greenway Pro¬ 
ductions. 

Dozier became convinced 
the show was going to be a ma¬ 
jor breakthrough for Greenway 
Productions. Dozier, at 57, was 
close to the end of his career, 
and he wanted to produce a big 
hit. A powerhouse at produc¬ 
tion, with an uncanny eye to¬ 
ward picking talent, he started 
to put together the cast. 

Dozier initially wanted Ty 
Hardin for the lead role, but 
Hardin wasn’t available. Dozier 
saw Adam West on a comic 
James Bond commercial for 
Nestle’s Quick. Impressed, he 
called in West to read for the 
part. Also called in was Lyle 
Waggoner. 

“You have to test more than 
one person or the networks 
don’t think they’re getting a fair 
shake,” said Dozier. “You must 
let them make a decision be- 
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COMIC CREATOR 
BOB KANE 

Began the work at DC in 
1939 for $25 per week. 

By Joe Desris 
Bom in the Bronx, New 

York on October 24, 1916, 
Robert Kane has referred to 
himself as a “compulsive doo- 
dleholic" and "a great copy cat." 
At 15, he entered a contest to 
copy characters from the Just 
Kids newspaper comic strip and 
won second prize: the original 
art for a Just Kids daily. While 
at De Witt Clinton High School 
in the Bronx, Kane was a car¬ 
toonist on his school paper. The 
Clinton News. After high 
school, he recalled attending the 
Commercial Art Studio in New 
York City for about one year, 
later spending two or three 
months at Cooper Union and 
several months at The Art Stu¬ 
dents League of New York. 

In 1936, Kane pencilled and 
inked his first comic book work. 

Kane's cover art for Batman #2, 
Summer 1940, an early stylized 
look with huge, flowing cape. 

Hiram Hick, which appeared in 
Wow What a Magazine! #3 
(September, 1936). In 1937, he 
spent about seven months at the 
Fleischer Studios in New York 
doing fill-ins, inking and 
opaquing on Betty Boop car¬ 
toons. 

Working as a staff artist for 
the Eisner/lger studio in 1937, 
his first adventure strip was “The 
Case of the Missing Heir," in De¬ 
tective Picture Stories #5 (April, 
1937) . He continued working on 
humor material and in 1938, be¬ 
gan selling short, humorous 
fillers to DC Comics such as Jest 
a Second in Detective Comics. 

In 1938, Kane met writer Bill 
Finger at a party. They subse¬ 
quently collaborated on several 
adventure strips. Rusty and His 
Pals, which began in DC’s Ad¬ 
venture Comics #32 (November, 
1938) , was the first. Their con¬ 
tinued efforts resulted in the cre¬ 
ation of Batman within a year, 
the initial story appearing in De¬ 
tective Comics #27 (May, 1939). 
Another joint effort was Clip 
Carson, Soldier of Fortune 
which premiered in Action 
Comics #14 (July, 1939). 

“I made a transition during 
the first six months [of Bat¬ 
man],” recalled Kane. “I was ba¬ 
sically a slapstick cartoonist 
when I started Batman, versus 
being an illustrative cartoonist, 
like Flash Gordon. My stuff was 
more pie-in-the-face like Popeye 
and Mutt and Jeff. When 1 start¬ 
ed at DC Vincent Sullivan, the 
editor, said to me, ‘Why don’t 
you come up with another super¬ 
hero?’ That’s when I decided to 
make the transition to the illus¬ 
trative style of drawing." 

Artist Bob Kane, showing off paintings of his most famous comic characters. 

As Batman grew in populari¬ 
ty, Kane soon dropped Rusty 
and Carson. Throughout these 
early years of Batman, Kane 
was pencilling stories and cov¬ 
ers plus doing significant 
amounts of inking. With the de¬ 
mand for additional material, 
other artists and writers were 
brought on board (at first by 
Kane, later by DC) to meet the 
demand. 

Beginning in 1943, Kane dis¬ 
continued his regular drawing of 
comic books to concentrate on 
pencilling the daily Batman and 
Robin newspaper strip. He also 
pencilled three Sunday continu¬ 
ities. After the strip’s 1946 can¬ 
cellation. he returned to his in¬ 
volvement with comic book ma¬ 
terial and with the help of sever¬ 
al assistants, continued until his 
departure from DC in 1968. 

Kane developed the anthro¬ 
pomorphic Batman and Robin 
TV parody Courageous Cat And 
Minute Mouse, which premiered 
in September, 1960. This ani¬ 
mated series consisted of 130 
five-minute episodes. Cool Mc- 
Cool, his second animated 
show, parodied spies and secret 
agents. The half-hour show pre¬ 
miered September 10, 1966 with 
20 six-minute episodes. 

The popularity of the BAT¬ 

MAN television series brought 
Kane and his art to the forefront 
in 1966. “I wasn't creative con¬ 
sultant on the TV show,” said 
Kane, “because 1 was in New 
York. I guarantee you, had I been 
in Hollywood, Bill Dozier would 
have used me. By the time I 
asked him to use me (he came to 
New York one time), he already 
had somebody, his friend Loren¬ 
zo Semple, Jr. I’m sorry I didn’t 
stay out here when I was a kid. I 
love Hollywood, I really do. I 
came in and out. That’s the point. 
1 never stayed more than a year 
or year and a half." 

Kane has had a number of 
one-man art shows in galleries 
and museums nationwide, with 
his initial exhibition of paintings 
at New York’s Gallcrie Interna¬ 
tionale in 1969. He released a 
series of five limited-edition 
lithographs through Circle 
Gallery in 1978. Additional lith¬ 
ographs followed in 1989 and 
several more in 1992. He served 
as a consultant on the immense¬ 
ly successful 1989 movie BAT¬ 
MAN and on BATMAN RE¬ 
TURNS in 1992. 

Additional background and 
anecdotes about Kane, plus his 
recollections of Batman’s origin, 
can be found in Batman and Me, 
published by Eclipse Books. □ 
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Francis X. Busman (I) as well- 
known film collector Mr. Van 

Jones In "Death In Slow Motion." 

conveyor belt in a lumberyard, about 
to be sawed in two as Riddler 
records the event. Batman comes to 
(he rescue, but liberates a dressed 
dummy. Meanwhile, the Riddler is 
about to drop Robin from the ledge 
of a high building, similar to a well- 
known Harold Lloyd stunt. 

This telepluy's story originated in 
the comic books as a Joker 
adventure, and was insufficiently 
modified to a Riddler-oricntcd 
vehicle. Batman comic book villains 
are not so easily interchangeable. 
The ultimate demise of the Batman 
series could very well be traced to 
episodes #24-32. the series’ first low 
spots. 

RatBits: Based on "The Joker's 
Comedy Capers!" from Detective 
Comic.v #341 (7/65) by John 
Broome. Francis X. Bushman, who 
played Mr. Van Jones, a well-known 
film collector, was a silent film star 
who was voted most popular leading 
man in American films from 
1914-1417. He died August 23, 
1466, just months after his 
BATMAN appearance, at age 83. 

#33 Fine Finny Fiends 
#34 Batman Makes 

the Scenes ★★ 
5 4U. 5 5 **. ttridoi by Sheldon Surk. Ihrrvtrd 
by Jam lirin. 

Penguin and his fiends capture 
and brainwash Alfred, forcing him to 
reveal secrets about Bruce Wayne's 
upcoming Multimillionaire's Annual 
Award Dinner. Batman and Robin 
are caught in the Penguin's umbrella 
field, gassed and then locked inside a 
vacuum tank. Similar to many third 
season episodes, Alfred plays a 
pivotal role. 

In 1966, Adam West commented 
on the series' hectic schedule, 
noting, “The demands are so 
inordinate that 1 must get away from 
it all every weekend at the beach. It's 
hard work. On a shooting day (we 
shoot every day, except weekends), 1 

Batman and Robin, caught In an 
umbrella field at the Penguin's 

lair In "Fine Finny Friends.** 

COMIC BOOK 
ART DIRECTION 

Serge Krizman developed the show’s 
color-saturated Art Deco design. 

By Bob Garcia 
*7 need a thirty-foot cake. ” 
“You re nuts. ” 
“Yes. ’’ 
“You’re crazy. When do 

you need it?” 
“Tomorrow. ” 
“You’re crazy!” 

—Krizman to 
BATMAN prop man 

Before bringing the col¬ 
orful, exciting and madcap 
world of BATMAN to life 
for Fox, Serge Krizman had 
a long career in television 
and movies. He was a 
trained theatrical architect 
and spent the late ’40s work¬ 
ing on live television pro¬ 
grams at KFI-TV until he 
went to Goldwyn Studios in 
1952. Krizman served as art di¬ 
rector on other TV series, such 
as THE FUGITIVE, and has 24 
feature films to his credit, in¬ 
cluding CALIGARI and LOVE 
AT FIRST BITE. 

During the filming of BAT¬ 
MAN’S pilot. Fox employed 
several art directors (Jack Mar¬ 
tin Smith, Franz Bachelin, and 
Ed Graves). Bill Self, head of 
television production for Fox 
recommended Krizman, who 
had just been recruited to the 
studio by producer Charles 
FitzSimons, 

Self had worked with Kriz¬ 
man from 1952 to 1956, pro¬ 
ducing 208 episodes of THE 
SCHLITZ PLAYHOUSE OF 
STARS. Krizman was also a 
good friend of producer Bill 
Dozier. 

“They showed me the pilot 
and Dozier showed me the origi¬ 
nal sketches by Bob Kane,’* said 

Krizman, a Russian emigre* whose art 
direction gave the show Its unique look. 

Krizman. “We had ample dis¬ 
cussions of what the approach 
would be. Dozier had quite a 
bunch of comic books given to 
him by the publisher, to get the 
feel of it. It was, after all. Bob 
Kane’s series. We had to evoke 
the memories of those who read 
it, once it got on the screen.’’ 

As executive producer, Dozi¬ 
er contributed many ideas to the 
set up of the show, including the 
Batpole switch hidden in a bust 
of Shakespeare and all the vari¬ 
ous signs in Batman's world. 
“Dozier had a tremendous ball 
with this show,” said Krizman. 
“He was great to work with.” 

After he was hired, Krizman 
met with the show’s staff. Of 
producer, Howie Horwitz, he 
said: “He was a delight of a 
man. He told me, ‘All I want 
you to do is sprout your wings 
and fly...go crazy.’ And that’s 
what I did. 

“I insisted on a uniform look 

for BATMAN, kind of like a 
corporate identity,” contin¬ 
ued Krizman. Each villain 
had to have a signature color. 
“Color played an extremely 
important part of the look of 
the show. We had confer¬ 
ences on costumes with de¬ 
signers Patricia Barto and 
Jan Kemp for a strong and 
definite coordination of col¬ 
or. Even the effects and gad¬ 
gets were color-coordinated. 
We were a tightly knit group 
from the visual standpoint. 

“Theatrical is what it 
amounts to, because it was 
sort of a crazy thing,” said 
Krizman. “Our initial dis¬ 
cussions were that we could 
not take ourselves seriously, 

however the approach is that it 
is the most real thing in the 
world. It can’t look completely 
cockeyed and out of this world. 
So we were very much aware of 
the fact that it was not a realistic 
thing. The crazier the better, but 
still keeping a certain amount of 
truth in it." 

Krizman worked closely 
with the cinematographers to 
bring this unique look to life. 
The first cameraman on the se¬ 
ries was Ralph Woolsey, who 
worked ten weeks on the show. 

“Woolsey wasn’t quite with 
it,” said Krizman. "He took for¬ 
ever. He was too much by the 
book: used to shooting certain 
things, certain ways. Then 
Howie Schwartz came in, and it 
was really with him that I 
worked very closely. [He had a] 
little more flexible attitude. 
Once we established the me¬ 
chanics of it, he just went crazy. 
He just said, ‘Make it as color- 
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Preproduction design by Illustrator Leslie Thomas tor eplslode #37, “Hot Oft 
the Griddle,” as Catwoman watches from above while giving Batman and 

Robin a hot foot, with aggs frying on the floor. The pipes carry her catatonic 
gas. Inset: The scene from the show, Julie Newmar and her cat minions. 

ttDozier had comic 
books given to him by 

DC to get the feel of 
it. It was, after all, 

Bob Kane’s series we 
needed to evoke. > 5 

—Art director Serge Krizman— 

ful as you want to.’” 
After the initial con¬ 

ferences, Krizman estab¬ 
lished his main crew. He 
had an assistant, three 
draftsmen or set designers, 
a coordinator who served 
in supervisory capacity of 
the mill, paint shops, and 
prop departments, and a 
sketch artist who would 
create art for the producer 
or director to get a handle 
on future props. 

For this ambitious series, 
Krizman worked closely with 
Ivan Martin who was Fox’s 
lead construction manager in 
charge of the studio’s entire lot, 
including the carpenters, cast¬ 
ers, etc. When the series began, 
they didn’t quite believe the 
scope of the project was as big 
as it truly was. Recalled Kriz¬ 
man, “One of the heads of con¬ 
struction happened to ask me 
what was my next crazy thing. 
It happened to be the umbrella,” 
a giant prop used in the first 
episode after the pilot. “I said, 
*We need a thirty-foot umbrel¬ 
la.' He said, ‘Oh, yeah Sure.’ I 
said, ‘We do. Make it!’ Eventu¬ 
ally they just fell in and looked 
forward to the next crazy thing. 
It was more fun to do that than 
to make a breakaway door, 
which I did for years.” 

From building full-size vil¬ 
lain’s lairs to rigging elaborate 
death traps, the series’ amazing 
scope was achieved entirely with 

in-camera effects. “We did very 
little matte shots or trick photog¬ 
raphy,” said Krizman. “It was all 
pretty much straight shooting. 
There wasn’t much time.” 

As a result of all this out¬ 
landish super heroics and super 
villainy, Krizman’s team kept 
the construction crews busy at 
Fox. “We made building plans 
to quarter-inch scale,” he said. 
“The art director would sketch 
it out and give it to the drafts¬ 
man to make the plan for Fox’s 
construction department. They 
would also give full-scale de¬ 
tails if necessary. Sketches 
were also done by Leslie 
Thomas for the producers so 
they could get a feel for the 
scenes and props.” 

When so many stars wanted 
to appear on the show, Krizman 
had to design the set for the fa¬ 
mous Batclimbs. It was a very 
simple effect. He took a sky¬ 
scraper backdrop and propped it 
up sideways against one sound 

stage wall. The fake wall 
with the guest star’s win¬ 
dow was attached by a 
hinge to a tall base in 
which the star would 
stand. When the star was 
on his mark, the wall 
would be lowered, and 
West and Ward would 
begin their “climb,” hold¬ 
ing on to a rope nailed in¬ 
to a brace made out of 
two by fours. 

Before each season 
started, Krizman would jazz up 
the Batcave. “We reinforced 
some things,” he said. “We 
added a switch on the Bat-poles 
and a lot of machinery... It had 
nothing to do with script. We 
felt that it should be more futur¬ 
istic, more crazy, more buttons, 
more lights. You couldn’t do 
drastic changes from show to 
show. We did it while we were 
on hiatus between seasons. We 
would do stuff to improve it and 
make it more wild.” 

Krizman didn’t get a chance 
to see most of his work being 
filmed. He was too busy. “Un¬ 
less there was a new thing that 
had to be made, or I was mak¬ 
ing the sets for the first time, I 
couldn’t be at the shooting site 
too much. 

“We had things pretty much 
preset on BATMAN. The story¬ 
line indicates what is happening 
on that set, and 1 had to take 
that into consideration in my 
designs. It was all pretty much 

tween at least two. And there 
was no contest. Adam was far 
superior in the part.” 

West was already a familiar 
face at ABC because the net¬ 
work's in-house production 
company had created a pilot for 
a television show called 
ALEXANDER THE GREAT a 
few years earlier. This was a 
sword and sandals epic which 
starred William Shatner as 
Alexander and West as his prin¬ 
cipal aide-de-camp. It was a 
pretentious and silly show that 
never aired. 

West fell in love with the BAT¬ 
MAN script. “It was wonderful¬ 
ly fresh, innovative and funny,” 
he said. “I fell down laughing 
eighteen times. 1 thought if we 
could marry this to a good pro¬ 
duction, it would be sensational. 
1 wanted to test for it immedi¬ 
ately, because I had an option to 
go to Europe.” 

| ooking for someone 
1 to play Robin was an- 
l other matter entirely. 

I ft ta*cnt search 
J \J I seemed to take forev- 
*■■■ er. “We weren’t hav¬ 
ing very much luck," FitzSi- 
mons said. “We wanted to find 
somebody who had that very 
special Robin quality. I was in 
my office. It was six o’ clock in 
the evening, and a phone call 
came from the cop at the gate at 
20th Century Fox. He said, 
‘There’s a young man out here 

Adam West as Bruce Wayne and 
Alfred (Alan Napier) as Batman In 

#81 ‘The Joker s Last Laugh. " 
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work from 7 in the morning to as late 
as 10 and 12 at night." 

Noted William Dyer, West’s 
stand-in, “When we finished the first 
season, we went right into the 
feature. Then went to New York to 
promote it.” 

Bat Bits: An average of nine 
pages of script were shot each day 
during the first and second seasons. 
Scripts ran about 67 pages in length 
for two episodes. 

Art Carney as Archer, with Crier 
Tuck (Doodles Weaver) and Big 

John (Loren Ewing), episode #35. 

Second 
Season 

“You dipped your diplhong. 
People from Philadelphia are 
known for that.'1 

—Batman to Dick Clark 

#35 Shoot a Crooked 
Arrow 

#36 Walk the Straight 
and Narrow ★ 

9 7 44, 9 n Mb. WrtfWa by Mink) Ralph Kou. 

Dirated by Stwrmin Murk*. 

llie Archer pillages Stately 
Wayne Manor and distributes his 
loot to the destitute. Batman and 
Robin bag Archer, but impecunious 
Gothamites manage to raise bail with 
$50,000 in milk bottle deposit 
money. The Archer then comman¬ 
deers an armored truck containing 
$ 10,000,000 in cash earmarked by 
the Wayne Foundation for 
distribution to Gotham's poor. 

Archer, Bookworm and Minstrel 
are probably the most ill-conceived 
villains in the scries. All three stories 
show a lack of understanding about 
Batman's history, about supervillains 
and at limes, even about camp. All 
are handicapped by modest origins, 
but Archer, a Robin Hood retread 
complete with merry men henchmen, 
simply seems too anachronistic. 

Dialog coach Milton Stark 
remembered that Art Camey “was 
very sad," during his stint as lire 
Archer. "Something was happening 
in his personal life then. 1 went to a 
dressing room to help him. He said, 
‘Gee, kid, I hope you don't mind, but 
I just don’t feel up to it at the 
moment. I'm comfortable. I know 
my lines. I'll call you when I’m 
ready.’ But the minute he got in front 
of (hat camera, he turned it on. 
That’s like a racehorse when they 
hear the bell, off they go. It’s 
amazing." 

BatBits: Watch for a Batclimb 
cameo by Dick Clark in #35. A 
villain named “The Archer" first 
appeared in Supi'rman #13 

Preproduction design by Illustrator Leslie Thomas for episode #9 “Zelda, the 
Great," Invantor Elvol Ekdal displaying his Inescapable Doom Trap to escape 
artist Zslda. Left: Ann Baxter as Zelda In the show, Illustrating tha penchant 
for titled camera angles shown by series cinematographer Howls Schwartz. 

i 6 Lorenzo Semple Jr. 
was a fine writer. He 
set the tone for the 

whole concept and was 
on the set a lot during 

that first year. ’ 5 

—Art director Serge Krizman— 

pre-blocked: a situation 
that most of the directors 
were rather pleased with 
because they,too, had 
very little time. 

“Some of the sets we 
knew would go from 
show to show like Pen¬ 
guin’s and Joker’s stuff. 
They were kept at Culver 
City. We would tag them 
as ‘Fold and Hold’ so no¬ 
body else could use it.” 

While some of the 
props had to built whole cloth 
from Krizman’s designs, he 
preferred to dress the set with 
existing furniture and set deco¬ 
rations from Fox’s huge prop 
department on its backlot. It 
was a cheaper and much more 
practical way of doing things. 
“Fox had a marvelous, wonder¬ 
ful prop department and fur¬ 
nishing department which was 
unusual,” said Krizman. 

“When 1 found something, I 
would just tag it, or I’d call up 
the set decorator and we would 
look at it together. It was in his 
department, and he would tag it, 
so they could alter it as neces¬ 
sary. Things had to be altered. I 
could never find exactly what 1 
needed. For example, I found 
the basis for the throne of King 
Tut, but it was not Egyptian, but 
the piece itself was big enough. 
We had to put things on top of it 
and alter it completely so it 
would fit. That way we didn’t 
have to build things from 

scratch.” 
Props that couldn’t be found 

were made. “Luckily, Fox had a 
very extensive plaster shop," 
said Krizman. “It was very well 
staffed. They could duplicate 
almost anything. They had ma¬ 
chines for plastic compression 
molding. They could duplicate 
anything three-dimensional 
with plastic. They lay a plastic 
sheet over it and a top would 
come down with great heat and 
mold the plastic right over the 
object being copied.” 

Krizman was taxed to the 
limit because of the outlandish 
props the show required every 
week. Sam Strangis, the unit 
manager never tried to clip the 
writers’ wings when they wrote 
for the show. In fact, he encour¬ 
aged them to be outrageous. 
When the outlines arrived, they 
would be gone over by produc¬ 
er Howie Horwitz, Krizman, 
Strangis, costumer Jan Kemp 
and others. The production 
heads would try to figure how 
to do things inexpensively, or at 
least manageably. 

“I have to say this about 

Howie Horwitz as a pro¬ 
ducer, we were always 
three or four scripts 
ahead of time,” said 
Krizman. “It was totally 
unusual and unheard 
of...When a script came 
in 1 marked it up for 
breakdowns. I found out 
what I already had, what 
could be revamped, and 
what had to be done new, 
and then I would have to 
budget for the whole 

thing. 
“When there were changes, 

it was only in the dialog,” said 
Krizman, with admiration. 
"What was in the scripts origi¬ 
nally, that was what stayed. It 
was heaven for me. Because if 
you can plot things three or four 
shows ahead of time, you can 
plot your revamps. You take 
one set, and revise it three 
shows later, with this or that 
changed. You design it and 
build it that way. That was en¬ 
tirely to Horwitz’s credit.” 

Even the scriptwriters would 
think of Krizman. He remem¬ 
bered in particular Lorenzo 
Semple, Jr. “Lorenzo was a 
marvelous guy, and a very fine 
writer. He was there a lot dur¬ 
ing the first year. He set the 
tone for the whole concept of 
the thing. He would walk down 
on the sets quite often. Often he 
would call me and ask me if we 
could do something technically 
or financially. It was a new ap¬ 
proach to television, and we 
were always asking ‘Can we go 
this far?’” 

Eventually, the prop depart- 
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ment had a storeroom filled 
with the various Batprops that 
the Dynamic Duo used to fight 
crime. It kept on hand Bat- 
arangs, Bathooks, Batclaws, 
Batlasers' Batgauges, a Bat- 
zooka, a Bat Blowtorch, etc. 
The only prop they wouldn’t let 
Krizman go crazy on was the 
Batmobile. “They wouldn’t let 
me touch it,” lamented Kriz¬ 
man. “It should have been more 
intriguing.” 

Even though there was a 
storeroom of props, every 
episode needed new elaborate 
traps, and true to Kane's comic, 
they were usually oversized 
everyday objects transformed 
into dangerous devices of 
death. Krizman remembered 
the huge book for “As the 
Bookworm Turns.” “That was 
shot at Warner Brothers at New 
York Square,” he said. “I had to 
build this 18-foot-high, 12-foot¬ 
wide and three-foot-thick book 
and it had to open in half, like a 
real book. They had to walk in¬ 

side and the book closed on 
them. The special effects de¬ 
partment did excellent work on 
that. When you have two parts 
of a thirty-foot book open and 
close and not see the guide 
wires, it was engineered quite 
well.” 

That episode also featured 
Robin hung upside down on a 
bell clapper in a belfry. The 
scriptwriter probably thought 
that the production crew would 
just scout a location, or use a set 
on Fox’s backlot. Unfortunately 
that wasn’t the case. “The bel¬ 
fry well was forty feet high and 
had to be built from scratch. I 
couldn't find a bronze bell that 
was eight-feet high,” said Kriz¬ 
man. “So it had to be made all 
out of plastics.” 

Another more outrageous 
prop was built for John Astin’s 
Riddler episodes, “Batman’s 
Anniversary” and “A Riddling 
Controversy.” Batman and 
Robin were trapped in a giant 
cake filled with “quicksand,” 

The Batcave, as designed by Ed 
Graves tor the pilot, construction 

supervised by Franz Bachelin. 
Inset: Sketch by Leslie Thomas 

submitted tor producer approval. 

and forced to escape by using 
their Heel and Toe Batrockets. 
“The giant cake was fun. It had 
four tiers, and was 35-feet high. 
We built most of it with ply¬ 
wood except the top which we 
put foam rubber in so the Dy¬ 
namic Duo would sink. We had 
a small elevator installed so 
they would have something to 
stand on as they were lowered 
into the foam. The candles on 
the bottom were fully lit with 
electric lights. It was one of the 
most elaborate death traps the 
show had." The two principals 
and the two stunt doubles were 
lowered into the cake by wires, 
and after their boots* rockets 
went off the doubles were 
pulled away in a cloud of 
smoke. 

With alt the work involved, 
Krizman had fun with the series, 
which he credits to producers 
Dozier and FitzSimons. “It was 
a very,very smooth operation, 
and I give credit for that to the 
top,” he said. “It’s the top that 
keeps the thing going. People 
had fun with it. They always 
had a nice word when they liked 
something. Usually you only 
hear when they don’t. Of all the 
shows I’ve done, it was proba¬ 
bly the most enjoyable.” Q 

who heard you were looking for 
a Robin, and he’d like to have a 
chance to see you.’ 

“I was so tired, I said 'Look, 
tell him to have his agent con¬ 
tact me.’ The cop came back 
and said, ‘He doesn't have an 
agent.’ 

“So I said. ‘Well, if he’s 
about 5’6" or 7”, if he's over 
eighteen hut looks fifteen, has 
black curly hair, blue eyes and 
he’s athletic, send him in.’ I 
thought the cop would say, 
‘Well, forget it.’ 

“The cop came back and 
said, “He says he’s twenty-one 
but looks sixteen. He has black 
curly hair, blue eyes, and says 
he has a brown belt in karate.' 

“So Burton Gervis came into 
my office, and I nearly fell off 
my chair. Here was the personi¬ 
fication of everything we were 
looking for visually. 

“I called Bill Dozier on the 
intercom and said, ‘Robin has 
just walked into my office.' Bill 
said, ‘Are you out of your 
mind?’ I hrought him into Bill’s 
office, and Dozier nearly fell 
off of his stool. So 1 tested him 
with Lyle Waggoner. He was it. 
He didn’t have to act.” 

Gervis was completely un¬ 
trained as an actor, and the pro¬ 
ducers weren’t sure he would 
work out. So they asked Bob 
Butler, who they had just hired 
as director of the pilot, to inter¬ 
view him. “We went off for an 
hour or so and we talked and 
read through the script.” said 

Eli Wallach as Mr. Freeze in 
“Ice Spy" (#93), lurking In a lair 

under the Bruce Wayne Ice Arena. 
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(November-December 1941). The 
criminal wore a green archer's 
costume and worked alone, extorting 
money from wealthy victims whom 
he would murder if they refused to 
pay. 

Sunning with Catwoman In *37. 
another memorable death trap by 

writer Stanley Ralph Ross. 

Hl'm not just pussyfooting around 
this time. Batman!** 

—Catwoman 

#37 Hot Off the Griddle 
#3tt The Cat and 

the Fiddle 1/2 
*146* *. *15/44. W rittrtt hy Mink* Ralph Rom 

Ihrrclrd b> Ihm Weis. 

Catwoman hits the Gotham 
Guardians with her paralyzing 
Catatonic cat-darts and tosses them 
out of a 12th story window . At the 
Pink Sand Box club the Duo is 
surprised when their table suddenly 
spins around, throwing them into a 
metal chamber with super-heating 
floor. 

BatBits: Watch for James Brolin 
as driver Ralph Staphylococcus in 
#38. Brolin was roommate to the 
show s casting director, Michael 
McLean, which accounts for his 
appearance in several episodes. 

#39 The Minstrel’s 
Shakedown 

*40 Barbecued 
Batman? 1/2* 

*21 66, * 2164. Wriliro h> tr ruris md Mania 

( ocknll. iNrrctrd bi Mum) (.ulikn 

The Minstrel, a lute-playing 
electronics genius, threatens to 
sabotage the computerized 
Gotham City Stock Exchange. The 
Dynamic Duo is captured and 
hoisted onto a rotating spit over an 
electronic radar grill. A weak 
episode: Van Johnson’s Minstrel 
is just too dumb a villain, with 
extremely awkward motivations 
and origins. 

Ratbils: Watch for Phyllis Diller 
as Scrubwoman in #39, 

Van Johnson as the Minstrel, a 
lute-playing electronics genius In 

' The Minstrels Shakedown" (#39), 

Filming episode #40, "Barbecued Batman?" director Murray Golden (center), Van Johnson as the Minstrel and 
Leslie Perkins as moll Amanda, a set exemplifying art director Serge Krizman's use of comic book colors. 

tt Burt Ward was a 
very eager kid. He 
didn’t have a dime. 

He had been living on 
cashed-in pop bottles 
before he did Robin. 99 

—Producer William Dozier— 

Butler. “I realized he was 
jusl a real primitive, nice 
guy. Primitive as far as 
acting techniques. He 
was a good athlete and 
had a real ingenuous 
quality. 1 think we talked 
openly about [his inexpe¬ 
rience]. 

“As we talked about it 
and what he liked to do 
and what he felt comfort¬ 
able doing—which was 
mainly the stunts, he 
loved physical action—I just re¬ 
alized as long as we didn't 
make great demands on him, 
and he could kind of play him¬ 
self, he would be very, very 
good for us. Which he was. I 
went back to Dozier and FitzSi- 
mons and said ‘This guy’s 
great. He's naturally kind of 
easy and innocent.’” 

Recalled Dozier, “We didn't 
test any other boys. We just 
didn’t figure it was necessary. 
He was just perfect. He was a 
very eager kid, worked hard. He 
didn’t have a dime. He had been 
living on cashed-in pop bottles 
before he did Robin. And he 
was married and he was really 
on his uppers. It was a delight to 
see him sort of come alive.” 

So Burton Gervis, at FitzSi- 
mons suggestion, changed his 

last name to his mother's maid¬ 
en name and became Burt Ward 
for the role of the energetic, 
over-eager sidekick to his super 
straight mentor. The Dynamic 
Duo was born. 

Charles FitzSimons was in 
charge of getting the test shots 
of Ward and West done, using a 
phony Batcave and costumes. 
The supervisor of television 
production at the time was Jack 
Senter, a skilled art director, 
who had been at Fox for years. 

“They wanted to get the vi¬ 
suals and the mood of Batman, 
but they didn't have a lot of 
money,” Senter said. “And I be¬ 
lieve that money is not the solu¬ 
tion to making these illusions, 
anyway. But we really and truly 
had no money, so a bit of 
‘thievery’ went on. It was a real 

maverick situation.” 
Irwin Allen was on the 

lot at the time with his ex¬ 
travagant production, 
VOYAGE TO THE 
BOTTOM OF THE SEA. 
Senter called him the 
“Master of the Light 
Show,” and said, laugh¬ 
ing, “I don’t think to his 
dying day, he knew how 
much stuff I stole from 
him for those four or five 
days.” 

The set was huge and surreal 
looking. “It was exciting to look 
at, because the true source of it 
all was a comic book,” said 
Senter. “We wanted credibility, 
but we didn’t want reality.” 

Fox supervising art director 
Jack Martin Smith recommend¬ 
ed that FitzSimons and Senter 
use Ed Graves to do design 
work. Graves was an illustrator 
at Fox who worked very closely 
with car customizer George 
Barris on the design of the Bat- 
mobile, and later designed the 
final version of the Batcave. 
Barris' car was bought down to 
the studio unfinished to be fea¬ 
tured in the test reel. The shoot 
took three or four days and the 
three actors did a number of dif¬ 
ferent scenes. The Batmobile 
arrived on the third day after 
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COMIC CO-CREATOR 
BILL FINGER 

The unsung writer I collaborator 
who worked with artist Bob Kane. 

By Joe Desris 

The creation of Batman 
was actually a collaboration 
between artist Bob Kane 
and writer Bill Finger. Fin¬ 
ger wrote Batman's first 
two adventures in Detective 
Comics and helped refine 
Kane's initial concept, 
adding a cowl, bat-ears, a 
nose-piece, gauntlets and 
omitting Batman's eyes for 
a more mysterious look. 
Finger named Batman's al¬ 
ter ego (Bruce Wayne), and 
placed him in Gotham City. 
Finger also wrote milestone 
stories such as “The Origin 
of the Batman!” (Batman #47. June-July 
1948) and “The 1000 Secrets of the Bat- 
cave!” (Batman #48, August-September 
1948). Much of the direction of the 1960’s 
BATMAN TV series was essentially the un¬ 
acknowledged work of Finger. 

William Finger was born February 8, 
1914. As a child Finger loved movies and 
pulp fiction, including The Shadow and Doc 
Savage, all of which influenced his plots and 
w riting style for comic books. 

Finger met cartoonist Bob Kane at a party 
in 1938. They subsequently collaborated on 
several adventure strips. Rusty and His Pals, 
which began in Adventure Comics #32 (No¬ 
vember 1938), was the first. Within a year. 
Finger and Kane had co-created Batman. 
Finger wrote Batman's first two adventures 
in Detective Comics #27 (May 1938) and 
#28 and shortly thereafter became the regu¬ 
lar scribe for Batman. 

Although chronically and notoriously 
tardy with submissions. Finger simultane¬ 
ously was a gifted and prodigious author, 
turning out thousands of pages of work in 
his lifetime. Throughout his association 
with DC, he worked on numerous charac¬ 
ters, including Batman, Green Lantern, 

Finger, the gifted and prolific 
author who wrote the comics. 

Wildcat, Vigilante, Johnny 
Quick, Superman, Super¬ 
boy. Blackhawk, Toma¬ 
hawk, Challengers of the 
Unknown, Lois Lane and 
Robin (solo stories which 
appeared in Star Spangled 
Comics) as well as in 
World's Finest Comics 
(Batman and Superman 
team-ups). From 1943 to 
1946, Finger wrote a num¬ 
ber of the daily and Sunday 
Batman and Robin newspa¬ 
per strip continuities. At 
Timely Comics, he worked 
on Captain America 
Comics and All Winners 
Comics. He wrote the first 

Lana Lang story, “The Girl in Superboy’s 
Life!” which appeared in Superbov #10 
(September-October 1950). His last Batman 
story, written in early April 1965, was “Two 
Batmen Too Many!" in Batman #177 (De¬ 
cember 1965). 

Known for his organized, methodical 
comic book plots as well as oversized props. 
Finger maintained a detailed "gimmick file” 
on numerous topics. Over the years, he 
clipped and saved articles and photos on a 
wide variety of subjects, using the file not 
only as a springboard for new stories but also 
to provide artists with references. By the 
time of his death. Finger had accumulated a 
wealth of information; “enough to fill a stan¬ 
dard file cabinet” according to his son, Fred. 

Finger wrote for 77 SUNSET STRIP, 
THE ROARING TWENTIES and HAWAI¬ 
IAN EYE TV during the late '50s and early 
'60s, He worked on two episodes of the 
BATMAN TV series (#45: “The Clock 
King's Crazy Crimes,” and #46: “The King 
Gets Crowned”) which aired in 1966. During 
the late '60s, Finger worked at a studio on 
Long Island making institutional training 
films for the Army. He wrote the script for 
THE GREEN SLIME, a 1969 movie copro- 

Flnger wrote the origin of Batman for Issue #47 
(June 1948) In addition to collaborating with artist 

Bob Kane on the character’s first comic. 

duction between Toho and MGM and he is 
likely to have written several animated Su¬ 
perman cartoons during late ’60s. 

Finger is fondly recalled by his con¬ 
temporaries. “Bill Finger was a genius," ob¬ 
served artist Dick Sprang. “The best writer in 
the comics. I'd get one of his scripts and what 
fun! He'd always send a bunch of clippings. 
Some page he ripped out of Life. He never 
got his work in on time. I don’t know how 
many Bill Finger stories I did where I’d [on¬ 
ly] get three pages. [Fellow artist) Jack 
[Schiff] said, *1 don't know what’s coming, 
but you better protect yourself.’ I then had to 
make what the movies call protection shots. I 
had to trace the characters or some setting be¬ 
fore I sent in my page because I knew I had to 
pick this up somewhere in the continuation of 
this story." 

Recalled artist Charles Paris, “One sum¬ 
mer night, somewhere in the 1950s. 1 re¬ 
member sitting down in Washington Square 
talking to Bill. I asked what he was doing, 
and he [said he] was writing TV commer¬ 
cials. 1 asked, *How is it that you write TV 
commercials?’ He said, ’Because I’m used 
to thinking in terms of pictures. A writer’s 
writer is no good for writing TV scripts. He 
thinks in writer’s terms. A comic book writer 
thinks in visual terms. Or should.’" 

Finger suffered several heart attacks dur¬ 
ing his life. "He was a golf nut," recalled 
Schwartz. “But he went around for hours 
with that pain in his arm and finally walked 
into St. Vincent's hospital and discovered he 
was having a heart attack. This was in the 
early 1950s, I guess.” 

Bill Finger died in Manhattan on Janu¬ 
ary 24, 1974, two weeks shy of his 60th 
birthday. □ 
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Adam West In an Egyptlon set 
from "The Spell of Tut" (#41) 

the best of the King Tut episodes. 

#4i The Spell of Tut 
#42 Tuts Case is Shut *** 
V IS M, MUMS, W ri'trn h> Robert C. Itrann nod 

E* *i1 Eli mi, I h mini by [jtt) Pwrcr. 

From ancient scarabs. King Tut 
plots to distill Abu Raubu Simbu Tu, 
a deadly potion capable of 
paralyzing the will, enough to 
debilitate Gotham City. Tut has 
Robin walk a receding plank 
overlooking a crocodile pit, and 
Chief O'Hara high on a window 
ledge performing acrobatics. 
Probably the best Tut episodes* with 
#117 ranking very dose. From 
Victor Buono's delivery to O'Hara’s 
flagpole flips, there is a steady 
stream of nutty events* more comedy 
than camp* largely due to Buono. 

Batbits: Watch for the Batciimh 
cameo by Van Williams as The 
Green Hornet and Bruce Lee as 
Kato* 

#43 The Greatest 
Mother of Them all 

#44 Ma Parker_** 
10 5 66, 10 6 64. Written bi linn Slmr. Dirrrtrd 

by (Hear Rudolph 

Batman incarcerates Ma Parker, 
* 

but she takes over the prison, 
capturing the warden. The Dynamic 
Duo are captured and strapped into 
electric chairs. Shelley Winters as Ma 
Parker is a stronger series villain than 
Minstrel or Archer, in a spoof on 
gangster movies and TV shows. 

A 1966 issue of New Zealand 
TV Weekly quoted Shelley 
Winters as saying. “We didn’t 
even get to read the script or 
rehearse before shooting. No 
wonder that Adam West and Burt 
Ward look about dead. You 
hardly have lime to eat lunch." 
She also complained about unsafe 
conditions on the set. 

Batbits: Watch for Julie 
Newmar’s cameo as Catwoman. a 
fellow prison inmate. During a 
prison Batclimb, Milton Bcrle 
makes a cameo as Lefty. 

Shelley Winters as MaParker, 
between takes of #43, "The 

Greatest Mother of Them All." 

BUILDING THE 
BATMOBILE 

How the futuristic Ford , 

Futura got customized. 

breaking down on the express¬ 
way on its way there. On the 
strength of the presentation reel, 
ABC ordered the show. 

“I’m the one who decided to 
buy BATMAN.” said Sherick. 
“ABC was having some diffi¬ 
culties [with shows running an 
entire season starting in Sep¬ 
tember.] So we developed 
something called a second sea¬ 
son.’ and BATMAN was devel¬ 
oped for the second season, as 
essentially a mid-season re¬ 
placement.” The order was for 
13-weeks worth of episodes to 
run from January to March of 
1966. This gave Greenway only 
a few weeks to create and film 
the pilot. 

Dozier and FitzSimons hired 
Sam Strangis to be BATMAN'S 
unit manager, the first person 
on staff for the show. “Fox 
owned the show,” said Strangis. 
“We [Greenway Productions] in 
principal worked for them. 1 
represented Bill Dozier's com¬ 
pany. I was in charge of produc¬ 
tion. and did the budgets and 
fought the studio. I would hire 
the crew. But they had the final 
word. It was their money, their 
show. In principal. Bill Dozier 
was a partner. The copyright 
was 20th Century Fox and 
Greenway Productions.” 

“I knew it was going to cost 
money,” said Self. “It’s normal 
to put money into a show over 
and above the network license 
fee to protect the syndication 
value. And we did that on al¬ 
most every show I ever made. 

“BATMAN was unusually 
high. But, I felt it was worth the 
gamble. We weren’t being fool¬ 
ish in putting extra money into 
it. Of course I think that has 
proven to be true. It’s still run¬ 
ning today.” 

Ed Graves, who had de¬ 
signed the Balmobile, also de¬ 
signed the elaborate Batcave, a 
true production wonder. Over 
fifty feet tali, the set contained a 
working turntable for the Bat- 
mobile run by a geared motor, 
twin Bat-poles that came down 
from a catwalk with the poles 
able to support the actors’ 
weight, a two-story atomic re¬ 
actor mockup in the background 
capable of supporting the 
weight of several people, sever¬ 
al Batcomputers and more. 

“It wasn’t just a set but an 
active set, “ said Ivan Martin, 
the chief of the entire backlot. 

By Bob Garcia 
While Lorenzo Semple, Jr. 

was putting the finishing touches 
on his script for the BATMAN 
pilot, he wrote to executive pro¬ 
ducer Bill Dozier enthusiastical¬ 
ly on August 6th, 1965: “I can 
tell you that we’ve created one 
absolutely guaranteed new TV 
star: the Batmobile.” The Bat- 
mobile became almost as popu¬ 
lar as the show’s stars, and even 
today draws thousands of fans to 
auto shows around the country. 

Semple’s version of the Bat¬ 
mobile is an American dream. 
The ultimate example of car-as- 
an-extension-of-owner. Bat¬ 
man’s car was a dark, powerful 
machine, faster than anything 
else on the road. It was extreme¬ 
ly cool, flamboyantly thwarting 
its own theft with sirens and fire¬ 
works. Its atomic-powered en¬ 
gine and fire-spouting rocket tur¬ 
bine propelled it down the road 
at only dreamed-of speeds. It 
even protected itself from fire 
with flame-retardant smoke. 

And much more. It made Bob 
Kane’s Batmobile pale in com¬ 
parison, and by its creation, 
Semple forged a legend. 

After reading the script, 
Dozier realized he needed some¬ 
one working on the Batmobile 
immediately and called George 
Barris, the “King of the Kus- 
tomizers.” Bams and his brother 
had started customizing, (or kus- 
tomizing as he prefers), cars be¬ 
fore World War II, and moved to 
Hollywood in 1945. There, they 
set up shop in Lynwood, Califor¬ 
nia and created cars for Clark 
Gable, Mamie Van Doren, Jayne 
Mansfield, Spike Jones, and 
even Barry Goldwater. 

The company had moved to 
North Hollywood, and special¬ 
ized in cars for television show, 
including customizing the mon¬ 
strous hot rod (from hell?): the 
Munster Koach. 

Dozier and Barris cut a deal: 
BK1 would be paid to customize 
a car and would then rent that 
car to Greenway on a weekly 
basis for the show. Production 

Two Batmobile frames In Barris' shop, cut for an eleven-inch extension. 
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Car customizer George Barrie 
with the Batmoblle in 1966. Right: 
Two of the five cere built for the 

show at his North Hollywood plant. 

We did the scallops over here. 
From the scoop on the hood, he 
put an extension down which 
went into the chain slicer. We 
made the grill cavity, and we 
made the ears from the headlights, 
and everything in the rear.” 

The Futura had a full plastic 
bubble from front to rear and 
side to side, covering the whole 
cab. “We made it into what we 
call a target top: half on front, half 
on rear,” said Barris. “Then we 
put the radar arch in the middle, 
with flashing lights and the emer¬ 
gency lights. The 20th Century 
Fox prop department worked 
with us on some of these things 
that were to be incorporated from 
the script for special effects— 
radar arch, smoke stuff, seat ejec¬ 
tor, how we were going to release 
the nails, spill the oil. They put 
those rocket tubes on the back of 
the car, and we had to make the 
adapters for where they went.’*A 
final addition was the silver hub¬ 
caps with the red bat especially 
cast by Center Engineering. 

BKI had to take a break in 
building the car and send it over 
to the sound stage that Jack 
Senter had dressed for the 
screen tests of Lyle Waggoner, 
Ward, and West. It stayed for 
the tests for about a day or so, 
receiving some modifications 

stopped at the quarter panels,” 
said Cushenbery. “I made up 
new fins that went all the way 
into the doors. Then I reworked 
the wheel wells and made them 
all the same, and reworked the 
hood to make it look like a Bat¬ 
man car type hood. I had a 
welding machine and a little air 
hammer. I would pound the 
metal out and run it through a 
little air hammer until I got the 
shape I wanted. I would trim it 
and weld it on. It’s quite an art.” 

After Cushenbery was fin¬ 
ished, a Barris crewmember 
added finishing touches. “One of 
his guys came over to my shop 
and started putting Bondo™ 
[bonded plastic] on it,” said 
Cushenbery. “I don’t know why 
they did it. They put plastic on 
everything. It’s like a primer. It 
was sprayed on. It pissed me off. 
It didn’t need it.” 

Barris explained that the plas¬ 
tic was added to finish off the 
welding seams to provide a 
smooth effect, something not un¬ 
common at his shop. When 
Cushenbery was finished, he de¬ 
livered the car to BKI for the final 
work to make it look like Graves’ 
sketch. “We never took the Futura 
body off the frame to modify it,” 
said Barris. “Bill Cushenbery 
made the extension on the fins. 

artist Eddie Graves at 20th Cen¬ 
tury Fox designed the Batmo- 
bile and gave the sketch to Bar¬ 
ris. “The art director brought in 
an idea of what they needed: 
flashing lights, turbine fire 
blower on the back, chain slicer, 
etc.,” said Barris. “We gave 
them a twentieth-century Bat- 
mobile that was different from 
Bob Kane’s.” 

Barris had an automobile 
that fitted Graves’ design, an 
experimental 1957 Ford Lin¬ 
coln Futura. Barris was given 
three weeks to deliver the car to 
the studio for the pilot. While 
Barris worked on making the 
chain cutter and other additions 
to the car, Barris hired a com¬ 
peting car kustomizer, Bill 
Cushenbery, to do the body 
work. “Bill did the metal shap¬ 
ing," said Barris. “I chose him 
because of his experience and 
craftsmanship. He is a top- 

notch hand craftsman.” 
Recalled Cushenbery, “I 

guess they were too snowed un¬ 
der. I did it in my own shop. 
Barris told me what to do. I 
didn’t work from any sketches.” 

Said Barris, “I incorporated 
the bat-face into the design 
sculpturing of the car. That’s 
why you see the ears go up 
where the headlights are. The 
nose comes down for the chain 
slicer. The mouth is the grill. 
Right on back to the huge long 
fins which are the Bat-fins.” 

The metal modifications 
proved very tricky. “The car 
had to be torn down quite a way 
to do the work because the fins 

Constructing the Batmoblle, fiberglass front end being installed on 
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#45 The Clock King’s 
Crazy Crimes 

#4* The Clock King gets 
Crowned_★★★ 

10 I1M, I0/I3/M. Writm by Bill FIm&r md 
Chutes SimUir. Directed b> June* Nrihoa. 

Disguised as a pop artist. 
Clock King tries to rob a gallery 
of a time-related surrealist 
painting. The Dynamic Duo are 
stuffed into the bottom of an 
oversize hourglass and left to be 
drowned in sand as Clock King 
plots to filch Bruce Wayne's 
collection of antique pocket 
watches. Clock King existed in 
comic books as a Green Arrow 
villain but works well here as a 
foil for the Dynamic Duo, The 
giant clock in #46 is a classic 
batman story-telling 
element. 

Scripter Bill Finger was the 
co-creator of Batman with 

Walter Slezak as The Clock King, 
Eileen O'Nell as Millie Second, 

and henchman Michael Pate #45. 

cartoonist Bob Kane, and wrote 
Batman's first appearance in 
Detective Comics #27 (May 
1939). In Batmania, Mark 
Hanerfeld reported Finger’s 
comments in 1966 about 
writing for the show. Finger 
noted how “the story had to 
conform to the established 
format," and how he had to 
accent the input of producers 
Bill Dozier and Howie Horwitz 
and their story editors, plus 
ihe approval of ABC. “Every 
one of them contributes 
something, a piece of paper, 
saying he doesn’t like this or he 
doesn’t like that. By the time the 
writer gets it, he goes absolutely 
out of his mind frying to 
please everybody! This happened 
to me." 

BaiBits: Watch for the 
Bafctimb cameo in #45 of 
Sammy Davis Jr. 

#47 An Egg 
Grows in Gotham 

#4h The Yegg Foes in 
Gotham_★★★ 

I a 19 ft*. 10 10 m. Slory by M Srlf Irlrpbi by 
Mulct Ralph Row. Directed by <*orv* Wiggicr 

Egghead attempts to wrest 
ownership (and therefore 
control) of Gotham City from 
lease holder Chief Screaming 
Chicken, the last of the 
Mohicans. Egghead attaches 
Bruce Wayne to an Electro- 
Thought Transferrer which will 
not only egg-stract Wayne’s 
knowledge but leave him “an 
empty-headed fop." 

Batbils: Watch for Bill Dana’s 

££ That thing was a 
deathtrap, almost. 
The steering would 
break on it. Once we 

missed an open 
manhole by inches!5 5 

—Stuntman Victor Paul— 

Barris used fiberglass molds to duplicate other 
Batmobiles off the original Ford Future. Below: 
Spraying Inside of the mold with black gel-coat. 

on the sound stage from 
Twentieth Century Fox 
special effects techni¬ 
cians and then went im¬ 
mediately back to BKI. 

When the pilot start¬ 
ing shooting in October, 
the car still wasn’t fin¬ 
ished and was delivered 
to the studio with only the 
primer coat applied. “In 
the first shots the car was 
in the black primer, which 
really didn’t come on so 
strong,” said Barris. 
“They wanted to get more 
of a gloss on it. We then 
airbrushed white high¬ 
lights around the outside 
edges, but that didn't 
come out as strong either. 
That’s when we went into 
the 3/4 inch red fluores¬ 
cent glow edges to accen¬ 
tuate the lines of the Bat- 
face and fins. It made it 
much more dramatic.” 

During the filming of 
the pilot, a small mishap 
ensued that put Bill Dozi¬ 
er into a panic: “In the 
rush of getting done, we 
got it up to the Batcave to 
get the original shots 
coming out of the Bat- 
cave,” said Barris. “For 
safety reasons, I acquired 
Mickey Thompson's rac¬ 
ing tires off of his race 
car, so that we would noi 
have any problems. We 
took the car up there and 
had our stunt driver come 
barreling out of the Bat- 
cave. He hit the First tum 
and blew a tire. 

“These tires were a 
thousand dollars apiece. 
Needless to say, we had no 
spare. Dozier was going out of 
his mind because we’re holding 
up the whole thing. So immedi¬ 
ately, we jacked up the car, 
peeled off all the tires and 
wheels, and went down to a 
Firestone Dealer. We got some 
regular Firestone tires, popped 
them right on, and off we 
went.” 

Victor Paul, Burt Ward’s 
stunt double and with Hubie 
Kerns, BATMAN'S co-stunt re¬ 
membered shooting the car at a 
real cave in Bronson Canyon. 
“All they did was put in a bunch 
of phony doors and highway 
fence in front of it," said Paul. 
“We only had a couple inches 
on either side. It was so tight 

that the cameraman had to un¬ 
dercrank. We didn't want to 
take any chances of tearing the 
car apart. We came out of there 
about 25 miles per hour." 

The Futura was only the first 
Batmobile built for the televi¬ 
sion show. BKI made four oth¬ 
ers on different Ford chassis as 
there were no other Futuras. 
BKI had to lengthen the differ¬ 
ent chassis by 11 inches to 
match the longer wheel base 
and tread of the Futura. 

The second car was a stand- 
in car for filming. The third was 
mostly used to tour for exhibi¬ 
tions and feature attractions. 
The fourth car was a drag racing 
car, with a more powerful en¬ 
gine than the others. And ac¬ 

cording to Barris, the fifth 
car was another steel car 
and was used mostly for 
drive-by shots out on the 
highway. California Met¬ 
al Shaping pulled molds 
off the number three car 
to do the metal work. 

“The engines were all 
427 Ford (except the drag 
racer),” said Barris. “The 
transmissions were all 
BMN Hydros. The fiber¬ 
glass cars weighed 3800 
lbs. The steel cars were 
5500 lbs. All the tricks in 
the cars were created for 
various things called for 
in the scripts: Nail- 
spreader, oil-skidder, the 
butane flame blower out 
of the back, the anti-flame 
detector, seat ejectors.” 

According to Kems, he 
only drove the Futura and 
none of the others. “I’m 
told they arc very fine cars, 
but I would never know, 
because I never saw them,” 
he said. “When I heard they 
were making a second, I 
thought we were going to 
get a good car for the show, 
but I never saw them. I on¬ 
ly drove that piece of junk 
that looked good.” 

Kerns thought of the 
Futura as “that piece of 
junk” because of the age 
of the car and the high de¬ 
gree of use the production 
required of it. “It got so 
much use, the suspension 
and the engine got tired.” 
said Barris. “It was a tired 
car before it got started.” 

Because it was “tired," 
Barris was always pre¬ 

pared for repair work. “We al¬ 
ways had certain repairs after 
certain shots were done,” said 
Barris. “We had tires, wheels 
and other knock-offs in our 
shop. We always maintained 
spare parts, either on location or 
here. Fox transportation was 
there with tooling also.” 

Another problem due to all 
the stunt work required of the 
experimental car was overheat¬ 
ing. “The engine would get hot, 
because they would leave it run¬ 
ning and everything is en¬ 
closed," said Barris. “We had to 
adapt more fans in there. We in¬ 
corporated draw fans in the front 
of the radiator and pull fans be¬ 
hind the radiator. To do that it 
took 30 to 40 amps more juice. 
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Filming the Batmobile on tha sat 
Left: Tha original car as seen In 
the 1959 Glenn Ford movla, IT 

STARTED WITH A KISS. Near left: 
Roadiesting the finished Bat car. 

Two of the most common ef¬ 
fects shots done on the show 
with the Batmobile was the Bat- 
turn and the rocket engine start¬ 
up. Each of the cars was 
equipped with the twin Dietz 
parachutes commonly used to 
stop drag-racing cars. These 
were supposed to turn the Bat- 
mobile 180 degrees during Bat- 
turns. The effect was managed 
with an insert shot rigged by 
Fox’s special effects crew. The 
car was mounted on a special 
effects turntable and was sim¬ 
ply turned around. The camera 
was undercranked to speed up 
the film and the interior shots 
were done by rear projection 
work. 

The rocket engine start-up’s 
tight shot was done at the prop 
department at Fox. They built a 
full-scale mock-up of the back 
of the Batmobile for an inset 
shot. While the Futura and other 
Batmobiles did shoot flames, 
they weren’t spectacular enough 
for the producers. 

Today, only the first two 
cars are still in Barris’ posses¬ 
sion, the others in hands of col¬ 
lectors. Barris leases them for 
car shows and exhibitions 
around the country. Crowds al¬ 
ways gather to see them, wher¬ 
ever they go, proving that these 
vehicles are truly “The stuff that 
dreams are made of.” 

The generator only puts out 18 to 
20 amps. We were losing 20 
amps every time we were running 
it so the battery would go dead. 
That means we had to put in a 
spare battery and another 20 amp 
alternator so that it would get 
more juice to run all the extras 
when at low speed, and still not 
get over 220 to 230 degrees as far 
as the engine was concerned.” 

The car also had another an¬ 
noying problem. “The wind¬ 
shield had a bad spot in it where 
Hubic had trouble seeing,” said 
Victor Paul. “It was always blur¬ 
ry on one side.” 

Barris explained that as a 
problem unique to windshields 
with compound curves, and the 
cockpits of the other cars were 
blown a different way after the 
flaw was discovered. “That was 
a Lexon we used on the Futura, 
then we used plexiglass,” said 
Barris. “We vacuumformed the 
others, which means we didn't 
have to lay it in the mold. It was 
a lot cleaner and easier.” 

In spite of the complications, 
they continued to film the show 
with the Futura. “It did a lot of 
what we wanted it to do, taking 

off and stopping, and coming 
around the bend,” admitted Vic¬ 
tor Paul. “It would move. That 
car was over 5000 pounds, once 
you got it going it could go pret¬ 
ty fast. We did some pretty fast 
chases around Malibu where we 
were going at a pretty good 
clip.” 

But age finally caught up 
with the Futura. “That thing was 
a deathtrap, almost,” said Victor 
Paul. “The steering would break 
on it. The transmission got 
screwed up on it. 

“I remember we were doing a 
chase in Malibu and Hubie was 
coming around this curve, down 
by the beach near Marineland. 
We finished the take, and Hubie 
said, ‘Y’know we had no more 
steering. I was turning the wheel 
and we were just going straight. 
Another time, we missed an 
open manhole by inches.” 

After too many close calls, 
BK1 had to do a major overhaul 
on the car. “We removed the 
transmission, the drive, the sus¬ 
pension, and the engine, and re¬ 
placed it with a 1965 Ford; the 
same as the other four cars,” 
said Barris. 

“All the parts worked, and 
everything worked fine. We had 
more problems with the Batmo¬ 
bile than anything else.” 

The creation of the Batcave 
involved a whole new technolo¬ 
gy for the studio at that time. 
They built the wire frame for 
the set and then covered it with 
polyurethane to create the rock 
walls done for the cave. When 
dry, polyurethane could be 
carved with knife to obtain the 
look needed. The polyurethane 
was dyed a base color and later 
spray-painted by the art crew 
for highlights and shadows. With the principals 

cast, Dozier hand¬ 
picked the rest of 
the supporting 
crew: Neil Hamil¬ 
ton, an old matinee 

idol and old friend of Dozier’s, 
as Commissioner Gordon. Alan 
Napier as Alfred, Stafford Repp 
as Chief O’Hara, and Madge 
Blake as Aunt Harriet Cooper. 
They were all perfect foils for 
our intrepid heroes. 

“We invented Aunt Harriet, 
for example,” said Dozier. “We 
put her in the show mainly be¬ 
cause we didn’t want people to 
think this was a homosexual re¬ 
lationship between Bruce 
Wayne and Dick Grayson. How 
could it be with an aunt who’s 
there all the time? Still, some 
people thought it was. 

"Jules Feiffcr, who does 
those cartoons [for instance],” 

Burt Ward and Adam West with 
their car, on the set of Fox's 

20th anniversary BATMAN show. 
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THE ONGIN OF BATGIRL 
Yvonne Craig was introduced to boost the ratings. 

Craig's third season debut astride a Datcycle customized by Dan Magiera. 

By Boh Garcia 
There was a Bat girl before 

Barbara Gordon was introduced 
in BATMAN'S third season. In 
the 'SOs Batwoman’s niece Bet* 
ty Kane wore a copycat costume 
of her aunt and fought crime. 
When BATMAN proved to be a 
hit television series, DC had the 
idea to revamp the character to 
get some of the female audience 
generated by the show. 

Batman editor Julius 
Schwartz was given the task of 
coming up with a new Batgir) 
character in April or May of 
1966. *‘I conceived of Batgir! 
and plotted it with my writer 
Gardner Fox," said Schwartz. 
“The whole background of her 
being Commissioner Gordon's 
daughter was all part of the sto¬ 
ry. The artist. Carmine Infanti- 
no came up with the costume 
and the motorcycle. Carmine 
and Gardner did a story called 
‘The Million Dollar Debut of 

BatgirT which appeared in De¬ 
tective Comics #369." 

BATMAN’S executive pro¬ 
ducer Bill Dozier was sent a 
proof copy of the comic and im¬ 
mediately pushed to have the 
new character added to the 
show. Designers Patricia Barto 
and Jan Kemp whipped up a 
costume, which producer 
Howie Horwitz reputedly had 
trouble okaying, because he 
was color-blind. A casting call 
went out, and former ballet 
dancer Yvonne Craig audi¬ 
tioned and was hired. Negotia¬ 
tions were concluded with 
Yamaha for a new cycle. Four 
months later, in February 1967, 
Green way billed ABC for near¬ 
ly $27,000. the cost of making a 
Batgirl presentation reel. 

Craig was 30 when she got 
the role. “They were really wor¬ 
ried that I would tell somebody 
that,” said Craig, who wasn't a 
fan of the series. A seven-minute 
presentation reel was shot featur¬ 

ing Batgirl to sell the idea to af¬ 
filiates and advertisers concerned 
that BATMAN had dropped in 
the ratings its second season. She 
starred with Adam West and 
Burt Ward, and prevented a mil¬ 
lionaire from being kidnapped by 
the Killer Moth (played by Tim 
Herbert) and his Mothmen. 

The presentation reel shows 
how Barbara Gordon has a se¬ 
cret room in the back of the li¬ 
brary with her costume, and 
how her yellow dress converted 
into the Batgirl costume, with 
her hat becoming the cowl, and 
her skirt doubling as the double- 
lined satin, purple and gold 
cape. She even wore the top of 
her tight-fitting uniform under 
her dress. Most of these quick- 
change gimmicks were dropped 
for the television series. 

Craig's costume went through 
several revisions. "The first time 
I put it on. it was made of an al¬ 
most girdle-like fabric. It was not 
really as thick as neoprene but 

was somewhat constricting," re¬ 
called Craig. "(Producer] Howie 
Horwitz took one took at me in 
it, and said to Pat (Barto}, ‘One 
of the reasons...No. actually, two 
of the reasons we hired her are 
being impeded by this costume. 
The fabric is just smooshing her 
down.’ Those were in the days of 
bullet bras, those old pointy 
things. So she cut it on the bias 
and it became quite comfortable 
and looked good." 

One change in Batgirl from 
the presentation reel to the regu¬ 
lar series bothered Craig. It 
wasn't in the costume, but in her 
character. “She was much more 
flirtatious," said Craig. "And 
she had a lot more droll sense of 
humor than ever got written into 
the character on the show.” 

Craig's first episode was 
memorable for working with 
Burgess Meredith: "He loved 
doing the Penguin, he had such 
fun with that,” said Craig. "He 
steals me and is going to marry 
me so he can do dastardly 
deeds. If he’s one of the family 
he feels nobody is going to ar¬ 
rest him. As a concept, it’s my 
favorite show.” 

The episode was also memo¬ 
rable for Craig’s motorcycle 
stunt on the first day of the 
shoot. "I’m supposed to ride my 
Batcycle out of my secret 
room," remembered Craig. "I 
rode a motorcycle at the time. 
The special effects guy had it 
rigged so that I would ride 
down this ramp, turn and they 
would drop a wall. When I hit 
my mark on the ramp, 1 was to 
give it all the power I could, and 
it would look like I was riding 
the wall down. 

"I kept my hands near the 
brake in case the wall didn’t go 
down. Sure enough that’s what 
happened. I gave it full power 
and I looked up and there was 

Detective Comics #369, January 
1967, art by Carmine Infantine, 

inspired the show to star Batgirl. 
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Craig as Comissloner Gordon's daughter Barbara, turned crimeflghter. 

no wall going down at all. So I 
slammed the brakes and went 
sliding sideways, almost into 
the wall. On the other side Hu* 
bie Kerns, the stunt coordinator, 
was saying, ‘She chickened 
out.* 1 was so angry! 

“He was thinking I took 
away a stunt person's job. The 
second time it worked.” 

Another fun motorcycle 
stunt went wrong when Vincent 
Price was guest-starring as 
Egghead. “Vincent Price was 
supposed to ride on the back of 
my Batcycle,” remembered 

Craig on tho cycle used for a seven- 
minute presentation reel to help 

sell advertisers, never broadcast. 

Craig “I told him I’d never rid¬ 
den anybody on the back. It’s 
heavy enough as it was. If it 
looked like I was going to lose 
it, I told him to just jump clear. 
He said, Tm so tall that I could 
stand up and you could ride it 
out from under me.'” 

The action called for Price to 
jump off the back of the motor¬ 
cycle and run around to the 
front. On the second take Craig 
lurched forward and ran over 
Price’s foot twice. “I seemed to 
be completely out of control,” 
said Craig. “He was a very good 
sport about it. He told me that if 
he knew the scene was going to 
be played in that way, he would 
have acted like a matador. 
When 1 came at him, he would 
have shouted: “O/e!" 

Craig did all of the motorcy¬ 
cle stunts herself, because her 
double didn't know how to drive 
one. “She had a great double,” 
said stunt coordinator Kerns. 
“Audrey Saunders, from the 
Saunders circus family, and a 
truly great stunt girl.” Even with 
a stunt double, Craig pushed for 
more and more stunt work. 

“I coerced Howie Horwitz in 

continued Dozier. “He uttered a 
piece once for the press that he 
thought Bruce Wayne and Dick 
Grayson were homosexuals. At 
that time, I was doing several 
interviews on talk shows. On 
one of them, they asked me 
about this, and I said, ‘If Jules 
Feiffer thinks that, he’s just a 
dirty old man.’ And that was the 
end of that.” 

Besides a savvy control of 
the publicity, Dozier had a gift 
for casting. He seemed to in¬ 
stinctively know who was per¬ 
fect to portray each villain, and 
picked the young Frank Gorshin 
as the Riddlcr and Jill St. John 
as the Riddler's girl, Molly, for 
the pilot. 

He hand-picked most of the 
villains for the series run, from 
his many friends and colleagues 
from over the years. FitzSimons 
was amazed that Dozier was 
able to convince such heavy¬ 
weights as Burgess Meredith, 
Cesar Romero, George Sanders, 
Roddy McDowall, Anne Bax¬ 
ter, and others to dress up in 
costume on a comic book se¬ 
ries. 

Dozier also selected Neal 
Hefti to do the theme song. “He 
played me some of his music,” 
said FitzSimons. “Then Neal 
was given the assignment. He 
came up with the whole damn 
theme, even the idea of repeat¬ 
ing Batman’s name. So he got 
not only a composer’s royalty, 
but a lyricist's royalty also!” 

Anne Rutherford, Dozier's 
wife, remembered that her hus¬ 
band was disappointed by the 
theme song's credit line. He 
wanted it to read “ Word and 
music by Neal Hefti,” since 
there was only one lyric, “Bat¬ 
man.” 

BATMAN featured one of 
the most expensive television 
pilots ever made. The cost was 
in excess of $400,000, twice the 
cost of an average pilot. Bob 
Butler, a veteran of HOGAN’S 
HEROES, was hired to direct. 
Butler later filmed the pilots for 
STAR TREK, HILL STREET 
BLUES and L.A. LAW, among 
others. 

Butler knew what to expect 
when he got involved. He had 
met Semple at a party and had 
the project outlined to him. But¬ 
ler was so enthusiastic, Semple 
wrote Dozier and recommended 
Butler as director. “I knew 
Lorenzo to be a wonderful. 

cameo as Jose Jimenez in #4K's 
Halclimb. 

Vincent Price as Egghead courts 
Edward Everett Horton as Chief 

Screaming Chicken In episode #47. 

#49 The Devil’s Fingers 
#50 The Dead 

Ringers +** 1/2 
10 24M. 10/27 *4. Written by Semple. Jr. 
iNrntrd by 1 jit* Fwtt, 

Famed pianist Chandell, also 
known as Fingers, puts the make on 
Aunt Harriet, hoping to marry her, 
hump off Bruce and Dick and 
thereby have access to the Wayne 
fortunes. Batman and Robin are 
plopped onto a conveyor belt, about 
to be perforated into human piano 
rolls. Liberate accommodatingly 
overacts as Fingers. 

“Liberate was so kind," said 
Milton Stark. “At lunch periods he'd 
sit al the piano and say, ‘What do you 
want me to play?' He'd play anything 
for them. He was very congenial, 
very nice and a real professional,” 

Hat Bits: Work on the second 
season became so hectic that Adam 
West began to use cue cards, “We 
were there 15 hours most every day, 
five days a week," recalled makeup 
man Bruce Huchinson. “[if on aj 
Friday night we had four-and*a-half 
pages to do and everyone was dead 
tired, they'd just start writing cue 
cards. Adam had pages of technical 
dialog to try to memorize.” 

Aunt Harriet (Madge Blake), 
Alfred (Alan Napier) and Chandell, 

a.k.a. Fingers (LI be race) In #49. 

“Plenty of girls and hands and slo* 
gans and lots of hoopla, but 
remember, no politics. Issues 
confuse people,” 

—Penguin to his election crew 

#51 HlZZONNER 
the Penguin 

#52 DlZZONNERTHE 
PENGUIN *** 

It **. Wrillra bi Stamford Sherman 
Ihrwtnj by Onr Rudolph. 

The polls show overwhelming 
support for Penguin in his run for 
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Suspended over a vat of sulfuric 
acid by the Penguin In episode 
#51, “Hlzzoner, the Penguin." 

mayor, thanks to his rescue of a baby 
from a runaway carriage, a 
contribution of $100,000 to the 
Gotham City Charity Fund and other 
equally outstanding efforts. Since the 
only alternative to Penguin for 
Mayor is Batman for Mayor, the 
Caped Crusader enters the race, but 
cannot match Penguin’s flair, 
snappy jingles and willingness to 
kiss babies. Batman and Robin are 
waylaid and strung up over a val 
of acid. 

Noted stuntman Victor Paul, who 
doubled for Robin, “Batman was 
Fighting a bunch of guys in derbies. 1 
said instead of bringing in six guys, 
bring in five. I’ve never been 
photographed without a mask on so 
I’ll put on one of these black outfits 
with a black turtleneck and a derby 
and I’ll do a fight. Bing! 1 got nailed 
from Batman. My friend Hubie 
Kcms nailed me right in the schnoz. 
It rocked me. laid me back. The 
producer was standing there. He 
said, ‘Thai's it! Victor, you never 
again fight in a scene unless you’re 
doing Robin. I can’t afford to get you 
hurt and then you can’t work.’ The 
only guy that hits me is my own 
partner.” 

Bat Bits: Watch for cameos in 
#51 by Little Egypt and Paul Revere 
and the Raiders. 

#53 Green Ice 
#54 Deep Freeze ★ 1/2 
11**4, 11 10/4*. Wrili™ t»? Mm* Hod**. IHmtnl 
bt i W ifzjpMT, 

Mr. Freeze kidnaps Miss Iceland, 
freezes Commissioner Gordon and 
Chief O'Hara and discredits Batman 
and Robin by routing wimpy doubles 
of the Dynamic Duo. The genuine 
crimefightcrs find Mr. Freeze in a 
seemingly abandoned Cold Storage 
Plant but are jumped and then placed 
in giant frozen popsicle containers, 
soon to be turned into Famous Frosty 
Freezies. 

Hoty Popsicle! Being turned into 
Famous Frostle Freezies by Mr 

Freeze In #53, "Green Ice," 

11 Adam [West] looked 
like they were going to 
put him on the cross, 
using a hairdryer on 

his armpits—God 
forbid that he sweat. 5 J 

—Actress Yvonne Craig— 

Yvonne Craig in the Batglrt costume designed by 
Patricia Barto and Jan Kamp. Craig had to 

stand on sat because sitting bunched the knees. 

letting me do my own 
fights” said Craig. “He was 
reticent, because he thought 
it would be dangerous. He 
was very protective.” 

Victor Paul, was re¬ 
sponsible for rehearsing 
with Craig for the fight 
scenes. ‘Td done a lot of 
dancing at one time,” said 
Paul. “I showed them a 
lot of moves. We had a 
double for Yvonne Craig 
for some of the dangerous 
stuff. Most of the time 
they did their own fights. 
She liked to dance so I’d 
do a lot of pirouettes and 
lifts. She did a lot of little 
kicks and stuff like that. 

“1 used to put her on 
top of a table or a pedestal 
and have the villains 
come to her, instead of 
her going to the villains. I 
would dream up stuff 
where 1 would grab her 
by the waist and throw 
her to Hubie, and as she 
goes through the air she’d 
kick a guy. It was a ballet 
or an adagio fight.” 

For all the activity on 
the set, sometimes Craig 
found herself standing 
around for hours, mainly 
because she couldn't sit 
down because of her cos¬ 
tume. “I had one costume 
and a spare, but there 
weren’t any more,” she 
said. “Periodically, the 
knees would bag out and 
you would have to get 
them taken in. When the 
knees started getting bag¬ 
gy, you didn’t dare sit 
down on the set, because 
it would only make bag¬ 
gier knees. So we spent a 
lot of time standing 
around, with Adam look¬ 
ing like they were going 
to put him up on the cross using 
a hair dryer on his armpits to dry 
him off, because—God forbid— 
he should do anything human, 
like sweat.” 

By the third season, the pro¬ 
duction company had slipped in¬ 
to a comfortable schedule. It was 
maybe a little busier than other 
television series, because of all 
the stunt work and makeup time, 
but still nowhere near the pres¬ 
sure of the first two seasons. 
“We shot an episode in three 
days,” said Craig. “We would 
start on Monday, finish it on 

Wednesday. Start another one on 
Thursday, finish it on Tuesday. 
Start another one on Wednesday, 
finish that on Friday. Start over 
again on Monday. 

“You’re in makeup around 
6:30 am, and you’re shooting 
around Sam. Then we stayed 
there late. They were long days, 
but wonderful days. So I never 
minded. They were good people 
and a great crew. The crew all 
got along well, really liked one 
another and worked well to¬ 
gether. It was terrific.” 

Craig acquired a nickname 

on the show, an honor 
usually reserved for the 
crew, not the cast: “Tom 
Bishop was the publicist 
for Fox and he used to 
call me ‘B.B,’” said 
Craig. “Everybody 
thought that it was for 
Batbroad. He told them 
that was what it stood for. 
He told me it was because 
I have such huge front 
teeth. It really stood for 
‘Bucky Beaver.’” 

Craig recalled that 
Adam West had trouble 
remembering his lines as 
Batman. “I don’t know 
why he couldn’t, but he 
just couldn’t,” said Craig. 
“I had this long, long, long 
thing in the London Tow¬ 
ers episode. It was a page 
of dialogue, ending with 
‘It's in the possession of 
Barnaby Cats, devil-may- 
clothier of London.’ Then 
Adam was supposed to 
say, ‘Let’s go.’ I get to the 
end of it, and there was 
dead silence. 

“So I said ’Adam, 
wake up!’ 

“He said ‘Oh, oh, I’m 
sorry. What am 1 sup¬ 
posed to say?’ 

“I was so annoyed 
with him I said, ‘You say 
"To the Cathouse,” and 
then we leave.’ ‘So that’s 
what he said. 

“In those days you 
couldn’t have said that, 
but he said it and we 
didn't cover it. Nobody 
paid attention. The next 
day, Howie Horwitz and 
Bill D’Angelo came 
down on the set looking 
like thunder. 

“They said,4 We just 
came from dailies and you 
said, “To the Cathouse!" 

You can’t say “To the 
Cathouse!” You’re supposed to 
say, “Let’s go.” We can’t use that 
now!’ Adam was standing there 
looking completely bewildered. 
And I said to him, ‘Oh, Adam! 
That is disgustingf’ And I left.” 

Craig is surprised at interest 
in the show so many years later. 
“I don’t think that any of us 
dreamed that twenty years later 
we would even be talking about 
it,” she said. “It was a wonder¬ 
ful, fun job, that you couldn't 
believe they were paying you to 
do. But it was a job" □ 
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Filming the Batcllmb cameo of Sammy Davis Jr. for episode #45. "The Clock King's Crazy Crimes." using art 
director Serge Krlzman's titled Gotham City set and backdrop. Stars did the Batcllmbs for just $100 dally scale 
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crazy maniac.” said Butler "So I 
knew what the script was about 
instantly. I enjoyed it and knew 
it was Lorenzo's crazy take.” 

hooting began October 
20th. 1965. Butler, age 
29, loved every minute 
of the show's outra¬ 
geousness. He created 
the slum's signature 

dutch-angled/tilted camera 
shots in order to achieve that 
comic panel look, and played 
around with stagings for the 
best effect. He successfully 
pulled off what he and Semple 
had talked about earlier that 
year. 

Butler remembered how he 
staged Batman’s first appear¬ 
ance in Commissioner Gor¬ 
don’s office, with Batman, 
Robin, Commissioner Gordon, 
Chief O'Hara and several other 

officers. “I stole the whole stag¬ 
ing out of the Carol Reed 
movie, FALLEN IDOL, and ap¬ 
plied it to this scene where these 
guys are trying to figure out the 
Riddler. “I had them pacing 
back and forth. Everybody kept 
moving in that scene.” 

“I had a small war going on 
with Adam West,” said Butler. 
“He continually wanted to add 
gags for his character. But 
Dozier had told me, ‘Don’t let 
him prove to his pals in Malibu 
that he knows this thing is 
crazy. Straight! Straight! 
Straight!’ Which I would have 
done anyway. 

“At one point Bruce and 
Dick Grayson were in their lav¬ 
ish den,” he continued. 
“They’re discussing the case, 
and Bruce had been reading. He 
tells Dick a parable or a life ex¬ 
perience, then he closes this 

book very gently and dust rises 
up! Obviously Adam had gone 
and gotten Fuller’s Earth and 
put it in this goddamned book to 
be funny. 1 yelled ‘Adam. No. 
Goddamnit!’ So we went again 
without the dust.” 

If the cast took a w hile to 
fully understand the joke, so did 
the crew. In one of the last 
scenes of the second part on the 
pilot, Riddler’s girlfriend, Mol¬ 
ly, played by Jill St. John, falls 
to her death in the Bat Reactor. 

“Jill St. John falls into this 
big. goddamned thing in a puff 
of smoke, and an explosion 
goes up,” said Butler. “We cut 
to Adam and he says, ‘What a 
terrible way to go-go.’ We had 
already been in the go-go disco 
joint. ‘Go-go’ had already been 
in the script, Jand the featured 
discotheque was named ‘What a 
way to Go-Go*] so when Adam 

"When we ran over time, the 
director would decide what (to cut]/* 
recalled dialog coach Milton Stark, 
“I told him | Preminger] we have to 
cut some of his speeches, ‘You're 
taking out my best Lines!’ he said. I 
stalled to laugh. He asked,4 What 
[are) you laughing about?1 I said, 
* How many limes tiave actors said 
that to you?1 He laughed (and) said, 
By tiod, it’s true, you know.’ “ 

"Otto Preminger; you can have 
him," noted makeup man Lee 
Harman “They were smart. They 
hired a director [George Waggner] 
that was older than Otto, that had 
done a lot of things. Otto didn’t like 
anybody being touched up and this 
guy just said, * Hey, you’re just 
acting in this. I’m directing it.’ He 
told him who was tne boss; we all 
loved that/* 

Otto Preminger was tou-far-over- 
the-top in his portrayal of Mr. 
Freeze. For camp to work best, all 
roles had to be played perfectly 
straight, as Neil Hamilton did 
Commissioner Gordon so 
successfully throughout the series. 
Anything else and the show began to 
stall. 

RatBils: Preminger had a 
problem to solve before appearing on 
the show: he owed S11,000 in back 
dues to the Screen Actor’s Guild. 

#55 The Impractical 
Joker 

#56 THE JOKER’S 
Provokers 1/2 * 

ii IfcM, 11 17 66. Written by $my Ihomp^m and 
( hirln Huffman IHrfdrf by Jimr* B. tlirk. 

Joker is on a crime spree 
involving keys and manages to 
incapacitate Batman and Robin with 
a mysterious little box; in reality, the 
Duped Duo had been hypnotized. 
They discover Joker in an old key 
factory, and are captured. Robin is 
placed in a machine that will spray 
wax him to death while Batman is 
strung out on a giant human key 
duplicator. 

Jay Thompson's original script. 
“Hickery Dickery Doc,” was 
substantially more fascinating and 
entertaining than what ended up 
being broadcast. Charles Hoffman's 
rewriting, contributed to a confusing 
episode, probably the worst pair of 
Joker episodes in the scries. 

“Charlie I toffman was probably 
70 when we were doing the show.” 
recalled regular series scripter 
Stanley Ralph Ross. “He had been a 
great friend of Howie Horwitz. They 
used to do 77 SUNSET STRIP over 
at Warner Bros. Charlie was made 
the story editor when Lorenzo 
|Semple| left. ” 

Examining a clue from the Joker 
in the Batcave, where everything 

has a label. In episode #55. 
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ButBit.v Watch for Howard Duff 
in a Bate limb cameo. Kathy Kersh, 
Burt Ward’s second wife, plays the 
Joker's moll, Cornelia. 

“Batman’s never rude to a lady. 
But you’re no lady.” 

—Robin to Marsha 

#57 Marsha, Queen of 
Diamonds 

#58 M arsha’s Scheme of 
Diamonds * 

On the wrong kind of stake-out 
filming West, tied up by Shame to 

face stampeding cattle In #59. 

Dozier telling him. “I tripped and I 
was wearing these thick bottle 
glasses,” said Ross. “From that point 
on, the crew called me Ballpoint." 
Ralph Ross was the most frequent 
scries writer with his name appearing 
on 27 episodes. 

Batbits: Watch for Ted Cassidy’s 
Batclimb cameo in #61 as Lurch. 

“Why, you’re no dance teacher! 
You’re Cat woman!" 

—Dick Grayson to Miss Klutz 
11/23 14. II 2444, Writtra by Staarord shrmtan. 

Dimrlrd hi Jimn It. Clark 

Marsha wants the Batdiamond. a 
monstrous gem which provides 
power to the Batcomputer. In the 
process, she manages to leave Chief 
O'Hara. Commissioner Gordon and 
a roomful of lovesick men behind 
her. Batman resists her charms but 
Robin is hit with one of Marsha’s 

Carolyn Jones as “Marsha, Queen 
of Diamonds,’* #57, after the 

Dynamic Duo with her love darts. 

love darts and orders Batman to 
surrender. Batman demands the Boy 
Lover's freedom, but it can only be 
had by marrying Marsha. And so the 
Capcd Crusader proceeds to join 
Marsha at the altar... 

Carolyn Jones plays Marsha, a 
thief who must force men to love her 
and thrives on jealousy. Although a 
good change from the bank robbing, 
riddle dropping, costumed male 
capitalists who covet world 
domination, Marsha is perhaps more 
deserving of psychoanalysis than a 
Batman script, especially one so 
flawed in consistency and logic. 

Bat Bits: For the 1966 Bmmys, 
BATMAN was nominated as 
Outstanding Comedy Series while 
Frank Gorshin was nominated for 
Outstanding Performance By An 
Actor In A Supporting Role In A 
Comedy {"Hi Diddle Riddle”). A 
third nomination was made for 
editing. 

Robin: "But he knows that we 
know about his hideout there!" 
Batman: “Correct! However, 
knowing that, he'd think that we'd 
think he would not return there, 
therefore he did and so will we." 

#59 Come Back, Shame 
#60 IT’S How You 

Play the Game * 
II 30 *4. II1/44. Wrtllrn by Stmuiry Kilpti Ron*. 
Directed by 4 Hear Rudolph 

Shame and his cohorts are 
stealing car parts in order to soup up 
their truck so it can outrun the 
Balmobile. Batman and Robin track 
the car rustlers to their hideout, but 
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the Duped Duo end up staked to the 
ground with stampeding cattle 
bearing down on them. Cliff 
Robertson as Shame, a western 
parody, fails to be much of a 
supervillain. A pity the show didn’t 
lum more often to the comics for 
inspiration, rather than concoct its 
own menaces. 

According to an ABC press 
release. Cliff Robertson arranged to 
lake his seven-year-old daughter to 
visit the Batman set. On the way 
home, she said, "Daddy, I never 
knew you knew such important 
people,” noted Robertson. Robertson 
called producer Bill Dozier and told 
him his daughter wanted to know 
why he wasn’t on the show. Recalled 
Robertson, “He just laughed and 
said, ‘I’ll send you a script.’” 

Batbits: Watch for Werner 
Klemperer's cameo as Colonel KJink 
in a Batclimb in #60. 

#6i The Penguin’s Nest 
#62 The Bird’s 

Last Jest *★ 1/2 
11744.119,44* WHtlfft li> I-nream Stnpk Jr* 

iNmird by Murray Golden. 

Once again. Penguin appears to 
go straight (also sec #51/52 and 
#73), opening The Penguin’s Nest, a 
restaurant catering to the wealthy, a 
ruse to collect handwriting samples 
for forger Ballpoint Baxter. Batman 
and Robin come to the aid of Chief 
O'Hara, locked in a trunk and 
tumbling into a pool which Penguin 
is about to electrify. 

This teleplay has its foundation 
in a good comic book story. Batman 
#36 (9/46), with the same title as 
episode #61. written by Alvin 
Schwartz. The published version 
moves along more quickly, 
unencumbered with the baggage of a 
cliffhangcr. 

After many requests of Bill 
Dozier fur an acting role in the 
series, writer Stanley Ralph Ross 
finally managed to capture the highly 
coveted, non-speaking role of 
Ballpoint Baxter in #61. “If you’re 
really funny, you're going to get 
laughs without lines," Ross recalled 

Burt Ward as Robin displays his 
martial arts training, kicking the 

Penguin's henchman In #61. 

Boff! Z-zwap! I'ggh! Cr-r-a-a-ck! 
OmMtfT! —fight scene from #63 

#63 The Cat’s Meow 
#64 The Bat’s 

Kow Tow *** 
II UM. 11 ISM. WlittMl bj Mink) Ralph Mint. 

IMrrxIrd bt J«nn H. Otari. 

Catwoman plots to appropriate the 
voices of Chad and Jeremy with a 
Voice Eraser when the singing duo 
stop over at Wayne Manor. She locks 
the Dynamic Duo inside a huge echo 
chamber where the sound of a dripping 
faucet is magnified ten million times. 
Chad and Jeremy were good friends 
of casting director Michael 
McLean, who asked that they be 

Julie Nowmar as Catwoman 
charms Chief O’Hara (Stafford 

Repp) In "The Cat's Meow" #63. 

worked into a script. 
Jay Sebring portrayed the 

operator of Mr. Oceanbring's Salon 
for Men. "He was a famous 
hairdresser," recalled Charles 
FitzSimons. “He had his own salon 
and was very expensive. And he was 
a friend of Bruce Lee’s.” Among the 
stylist’s star clients were Bill 
Dozier. Stanley Ralph Ross, Milton 
Bcrlc, Bobby Darin and Frank 
Sinatra. At the time, a Sebring 
original ran $50 with subsequent 
trims at $26. Along with Sharon 
Tate, he was one of the victims of 
Charles Manson and friends in 
1969. 

BatBits: Watch for Steve Allen's 
cameo as TV host Allan Stevens, and 
Don Ho’s reverse Batclimb cameo, 
both in #64. 

#65 The Puzzles 
are Coming 

#66 The Duo 
is Slumming ★ 1/2 

12/11/44* 12/22/44, Written by Fred D* Garter. 
Directed by IcITre> llmidm 

Shakcspeare-spouting Puzzler 
gasses guests at the christening of a 
new supersonic plane and relieves 
them of their jewelry. At the 
Puzzler’s balloon factory the 
Dynamic Duo are sent skyward, 
unconscious in an aerial balloon, the 

said it, it was a play back on the 
joke. 

"Incidentally, in the direc¬ 
tions it said he was to lake off 
his cowl and hold it to his chest 
in honor of the deceased. But it 
look too goddamned long [in re¬ 
hearsal], and it was kind of 
wonderfully stupid for him to 
say the line with the mask on. 
We just did it that way. 

“He got it real right. Just a 
kick. It must have been on take 
one, because I said, ‘Cut. Print.’ 
and walked away. The camera¬ 
man who had worked with 
George Stevens a number of 
times, a really savvy guy, said. 
’Wait a second. Wait a second.’ 
He came up to me very discreet¬ 
ly, as those old pros do. ’Did 
you hear what he said?’ I said, 
’Yeah.’—‘He said what a way 
to go-go.’ I said ‘Yeah, I know.* 
I look off and he followed me 
again and asked, ‘That’s not 
right. Is it?’ And I said ‘That’s 
right. It’s good. Let’s go.’ And 
on we went. For a while the 
crew didn't get it. Little by little 
they got to the party." 

It took over 20 days to shoot 
that one-hour episode. “I think I 
was probably greedy about get¬ 
ting it right,” said Butler. "It 
was scheduled for 18 days and 
it went to 21 in my eagerness to 
get it done really well.” 

They were running out of 
time and money, and FitzSi¬ 
mons, who was acting as the 
producer, came up with a way 
to cut down time using a device 
in the script. "The 'Pows, Biffs,' 
and *Bangs" covered the areas 
where you might have needed 
an additional shot,” said FitzSi¬ 
mons. “We had to do that be¬ 
cause we couldn't keep going 
financially.” This enabled the 
pilot’s production company to 
just add opticals in post-produc¬ 
tion, and not have to shoot more 
fight scenes on the sound stage. 

This solution only caused 
problems later. “Eventually, we 
found this to be a terrible trap.” 
said FitzSimons. “Because 
those effects were originally 
done as opticals and were very 
expensive. When we started the 
scries, I had to discover a 
cheaper way to do them, and 
came up with the idea of editing 
slugs with the effects on them 
that followed the movement of 
the fist or kick or whatever. We 
created these eight frame slugs 
and just cut them in. You 



BATMUSIC 
v Nelson Riddle composed original 

scores for each of 120 episodes. 
By Bob Garcia 

Nelson Riddle, who had 
been arranging (he music 
for Frank Sinatra and Nat 
King Cole among other su¬ 
perstars, got involved with 
BATMAN through his as¬ 
sociation with Fox's head 
of television. Bill Self. “In 
1957, I produced the ill- 
fated Sinatra show for 
ABC," said Self. “Nelson 
Riddle was our musical di¬ 
rector. That's the first time 
I ever met Nelson, and he 
and I became very good friends. I greatly 
admired his work. When BATMAN be¬ 
came a reality, I suggested Nelson.” 

While Dozier had known Riddle social¬ 
ly, it was on Self’s suggestion that he went 
to the conductor to ask him to score the 
show. “1 don't know if he would have done 
‘just a normal television show,’ but I think 
because of our relationship, he did do BAT¬ 
MAN," said Self. 

Chris Riddle, Nelson’s son, remem¬ 
bered: “Unfortunately, my father came on 
after the theme was written, so he was un¬ 
able to write his own, as he usually did.” 
Nelson Riddle had created the theme song 
and scored almost every episode of ROUTE 
66 in the late '50s and early ’60s. 

Each Bat-episode was individually 
scored. “We would do BATMAN in the 
morning,” said Chris Riddle, who was play¬ 
ing trombone and tuba at the time in the or¬ 
chestra. “It was a nine o’clock morning call 
at Fox on their own sound stage. They 
would be shooting furiously all week long. I 
don’t think they were very far ahead, if they 
were ahead of us at all. There weren’t many 
shows ‘in the can' before the scoring started. 

“We used to do an episode in a three- 
hour minimum call. We scored it with clicks 
and we scored it for film, so there was no 
real editing to do. Each piece of music fit 
perfectly, because it was written to fit per¬ 
fectly. You would go to a striping session. 
The music editor Sam Morta would have a 
rough cut of the film and he would stripe 

it—put marks where the 
music begins and ends— 
and those are timed. The 
time between the two 
stripes is how long a cue 
should be.” 

Riddle usually went to 
the striping session the day 
before he would have the 
orchestra in to play the 
score. He wrote the music 
the day of the striping ses¬ 
sion. “He had a rotating 
chair,” said Chris. “On the 
right hand side of his piano 
was a drafting table, and it 

tilted a certain way with an easel at the bot¬ 
tom and a ridge so he wouldn't lose his pen¬ 
cils. He didn't have it tilted that much and 
he had one of those swivel lamps. He used 
the same table his whole life. 

“He would just play chords on the piano. 
Everything else would just come out of his 
head. He didn’t even play it out. He scored 
long-hand, one bar at a time straight down. 
Four bars a page, straight down. Anybody 
who was playing anything on that page. He 
had a unique way of writing and he worked 
very fast. My father was one of the fastest.” 

The next day, Riddle and his musicians 
would assemble on a Fox sound stage, with 
the 35mm film projected on a huge screen 
behind the orchestra. The conductor would 
work his musicians in sync to the images. 
“We used to use about 20 to 25 musicians, 
lots of woodwinds, percussions or brass,” 
said Riddle. "Hardly ever strings, except if 
there was a particular character whose signa¬ 
ture theme called for them. Each villain had 
a signature theme...These musicians were 
the same Hollywood guys who went through 
Capitol records with him and through mo¬ 
tion pictures and television. He would call 
the same people every time. Nine times out 
of ten. even if they were busy with some¬ 
thing else, they would get a sub for the other 
date, so they could work with my father. 
They had a lot of loyalty to him.” 

Much of that loyalty came from Riddle's 
respect for the people he worked with, and 
in turn how they worked with his music. “I 

Riddle, “one of the fastest,” 
according to son Chris, who 
played In his dad’s orchestra. 

Dancing to Riddle's tune, Adam West and Burt 
Ward get the hot foot from Ca two man in second 

season episode #37, “Hot Off the Griddle.” 

don’t think there was a better orchestrator 
than Nelson Riddle,” Chris said. “He knew 
every instrument and exactly where to write 
for them and where they sounded best. He 
never wrote anything that was impossible to 
play. If somebody had a problem with a 
piece of music, he would simplify it right 
then and there. He respected the expertise of 
the musicians to the point that if he knew 
he'd written something a guy was stumbling 
over repeatedly, it obviously represented a 
technical struggle that wasn’t worth it.” 

BATMAN presented an interesting chal¬ 
lenge to the veteran composer. “It was a 
novel thing to have a comic strip in color on 
television,” said Chris. “My father thought it 
would be a good idea to catch those 'Sochi, 
Biffs' and 'Paws' and emphasize them with 
the orchestra. Usually a gliff on the trumpets 
or something on the woodwinds.” 

With his busy schedule Riddle wasn’t 
able to score every episode. His old friend 
from the days of the big bands. Bill Mays, 
would then come in and do the work for 
that week, or sometimes composer Warren 
Barker. 

While the actors' residuals have stopped, 
the music continues to provide income for 
the Riddle estate. Whether the music lasted 
two seconds or 80, each episode had an orig¬ 
inal score, and each time it plays, it pays. 

“The score is not a performance as much 
as copyrightable material,’’ explained Rid¬ 
dle. Each small slice of music has a title. 
There was a 38-second piece which carried 
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Maurice Evans as The Puzzler, a 
hasty stand-in for the unavailable 
Frank Gorshln as Rlddler In #65. 

baskct holding our heroes set to tall 
back to earth when the balloon 
reaches 20,000 feet. 

Fred De Garter's script actually 
begun as a Kiddlcr vehicle entitled 
"A Penny For Your Riddles/They're 
Worth A Lot More!" probably 
intended as an early second season 
episode. Frank (iorshin was 
unavailable, so De Gorter rewrote the 
script for a new villain. Mr. 
Conundrum, titled "The Conundrums 
Are Coming/I "he Duo Is Slumming." 
changed to the Puzzler (actually a 
Superman villain in the comic 
books). As a result, the Puzzler is 
merely a lightweight Riddler 
copycat. 

Robin's stuntman Victor Paul 
remembered filming the fight on the 
Lear Jet in #f>5. “The owner is 
standing there watching us. They’re 
trying to shove me into the engine. 
The fat henchmen got on the wing 
and the plane tilted down. Il actually 
leaned way over, and touched the 
ground. The owner ran out and said, 
■ What are you doing? This is a two- 
and*a*half-milIion-do)lar plane and 
you guys are going to ruin it!’ ’’ 

Rat Bits: Watch for Andy 
Devine's cameo as Santa in a 
Batclimh in #6b. 

#A7 The Sandman Cometh 
#6# The Catwoman 

GOETH_ ★ 1/2 
12 2*M». 11291* Story h\ Kiln St. Jwpfa. 
I ricpU* b> Kiln Si, Jinrph ind ( hirln I Tiffin an 
Ilirrvtrd bj €rforp W agxftf-r. 

Catwoman and Euro-crook 
Sandman, disguised as Dr. 
Somnambula. plot to relieve 
billionaire noodle queen J. Pauline 
Spaghetti of some of her wealth. 
Sandman puts Robin into a trance, 
pushing a button that brings the 
needle of a giant button stitching 
machine down on Batman, tied to a 
mattress. Michael Rennie as 
Sandman makes for another weak 
villain, even with the help of Julie 

Michael Rennie as Euro-crook Dr. 
Somnambula, a.k.a. The Sandman, 

In #67, "The Sandman Cometh.” 

wouldn’t know you were look¬ 
ing at a slug; il went by too 
quickly.” Those slugs were six¬ 
ty to seventy percent cheaper 
than the opticals.” 

The distinctive voice of 
the series narrator belongs 
to executive producer Dozi¬ 
er himself. “After we had 
been shooting about three 
weeks on the pilot, we had a 
lot of footage and the net¬ 
work wanted us to assemble 
it so they could show it to 
advertisers,” said Dozier. 
“They were panicked to get 
a show on the air. and sold. 
So we immediately knew' we 
had to have something to tie 
those scenes together so 
they’d make a little sense. 
The writers wrote some con¬ 
tinuity stuff that would lie 
these various scenes togeth¬ 
er. 

“Then 1 started audition¬ 
ing professional off-screen 
announcers," continued 
Dozier. “I think I auditioned 
about six or seven, and none 
of them had the right tone. I 
remembered what I wanted 
from radio shows like THE 
SHADOW; a lot of suspense 
and so on." Finally, FitzSi- 
mons told Dozier. “Bill, 
there’s only one person I 
know with that supercilious, 
superior quality in his voice, 
and that’s you. Why don’t 
you do it?" 

Dozier reluctantly agreed. 
“We were up against the gun 
to get this film ready for the 
network to see, so I said, 
‘Well. okay. I’ll do it for 
this and then let’s get on 
with it.’ I did it for the film 
we put together, and the net¬ 
work brass came out and 
ranted. They loved what 
they saw and asked, 'That 
voice, we have him tied up?’ 
and I said, ‘No, no. He’s a 
big star.' I milked that for 
about five minutes and final¬ 
ly told them who it was, and 
I think if they played their 
cards right they could get 
him. 

“I did all of them from 
then on,” Dozier continued. 
“I could do them exactly be¬ 
cause I was familiar with all 
of the scripts. I knew the 
feeling of the particular 
episode. I would go to the 
dubbing room and knock off 
three or four of them in an 

COSTUMES 
Designer Jan Kemp on 
setting the comic style. 

By Bob Garcia 

BATMAN’S brightly col¬ 
ored costumes were theatrical in 
the extreme and exactly what 
you would expect from a gradu¬ 
ate of the prestigious London 
Royal Academy of Music and 
Dramatic Art. Jan Kemp 
bucked the visual conventions 
of television bringing an outra¬ 
geous look from the stage that 
worked brilliantly on television. 

Kemp landed the BATMAN 
assignment at Fox shortly after 
coming to Hollywood in 1964: 
“I was working on the first 
episodes of DANIEL BOONE 
starring Fess Parker, when they 
decided to take me off that and 
put me on BATMAN," said 
Kemp. “When I received the as¬ 
signment, I decided to get every 
copy of the Batman comic 
books that I could lay my hands 
on and shut myself away in a 
room with the phone off the 
hook and just absorb all the in¬ 
formation I could about the 
characters and their behavior 
patterns...! spent a lot of time 

Costumer Jan Ksmp, designing 
outrageously bright and colorful. 

looking at them and in discus¬ 
sions with Charles FitzSimons. 

“We decided we should try 
and get some kind of new color 
look on the show, which had 
never been attempted on tele¬ 
vision before...This project 
would require a different ap¬ 
proach in regard to costumes 
and 1 decided to give the actors 
a vivid combination of colors 
and styles that had not hereto¬ 
fore been used in films or tele¬ 
vision, and by so doing translate 
into real life the garish look of 
the comic book pages...The 
idea being that television [as a 
medium] was stereotyped and 
that it could only carry certain 
colors. I claimed and later 
proved that we could use all 
sorts of ‘ultra-violent’ colors 
and get away with it." 

Patricia Barto acted as 
Kemp's co-designer, fitting all 
the actresses. “It was physically 
impossible for me to fit all the 
men and all the ladies at the 
same time,” said Kemp. “It was 
difficult to find materials that 
would look good with the colors 
we wanted. Practically every 
piece of fabric had to be dyed to 
achieve the colors we were 
striving for, and initially 1 met 
with some opposition. However, 
as Mr. Dozier was fond of re¬ 
marking,‘You have to overdo it 
in such a fashion that it becomes 
straight, and therefore funny!’ 
That was the premise the pro¬ 
duction departments used and 
gave the end result such a 
comedic camp quality that the 
audience seemed to enjoy." 

Kemp and Barto worked 
with a master tailor and a mis¬ 
tress seamstress along with their 
assistants at a large facility at 
Culver City. They had their 

i 
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Burt Want as Robin and Adam Wast as Batman wearing Kamp’s costum* designs (left and right), heavily Influenced by the look of the comic books. 

own storage facilities and seam¬ 
stress rooms in which to create 
costumes. Only when there was 
a difficult problem did they 
have to send anything over to be 
made by department head 
Courtney Haslam at Fox’s main 
facility. Because of the color 
scheme that the show was 
working with, Fox’s main 
wardrobe was pretty useless. 

After the word was handed 
down that the pilot had been 
picked up by ABC, Kemp and 
Barto went to work on the 
weekly series. The quick startup 
and the high production values 
made the job especially diffi¬ 
cult. “I worked 16 hours a day 
at one time,” said Kemp. “I 
could hardly come home. In 
what little spare time I had, 1 
chased around Los Angeles to 
the big department stores, man¬ 
ufacturers and all kinds of retail 
shops and wholesalers’ shops 
looking for particular fabrics.” 

Not everything was especially 
fabricated for the show, the 
Sandman's fur coat and most of 
Mad Hatter’s hats as well as 
many other costumes were pur¬ 
chased off the rack at local 
stores. Kemp’s search for clothes 
and materials led him to be 
dubbed by the crew with the Bat- 
nickname: “Head Rag-Picker.” 

“1 wanted to stay as near the 
comic book look as I could,” 
said Kemp. ”1 had the feeling 

that Batman should be an athlet¬ 
ic looking character. I tried to 
use skin-tight material and 
things that would give an ap¬ 
pearance of his athletic quality. 
I used Helenca for the tights 
which we dyed to reflect what 
we wanted in a color scheme. 

“We found a company which 
had a satin-silk fabric which we 
used as the cape, intended to 
provide a flowing look. Ours 
was a cape that worked and 

which kept more to the comic’s 
original concept.” 

Kemp collaborated with oth¬ 
er departments to make Bat¬ 
man’s costume work. “Batman 
always carried a lot of gadgets 
in his belt,” he said. “I designed 
that belt with the prop depart¬ 
ment. They told us what they 
had to use in the way of 
weapons and we made our 
pouches to fit their gadgets. We 
would change them as the se- 

Kemp’s design 
sketches for 
The Penguin 
(right) and for 
Egghead (left). 

Kemp was a 
graduate of the 
London Royal 
Academy of 
Dramatic Art 
and supervised 
the show’s 
costumes with 
Patricia Barto, 
who designed 
costumes for 
the actresses, 
creating a new 
look for TV. 

quence required, ft was a 
leather belt with a buckle pro¬ 
duced by a metal shop in brass.” 

Kemp refined the design of 
Batman’s cowl throughout the 
first few episodes, “We tried 
figuring out how to make a cowl 
that would work for Adam 
West; make him able to work, to 
hear and to move, without suf¬ 
fering from claustrophobia. Our 
effects department at Fox came 
up with a hard plastic combina¬ 
tion that was the basis of the 
cowl. We covered it with the 
fabric we were using for the cos¬ 
tumes. After three or four trials, 
we found a shape that worked. 
We made dozens of them. 

It was the villains’ costumes 
that were most challenging for 
Kemp during the first two sea¬ 
sons. Almost every week, he 
had to make flashy new cos¬ 
tume for each flashy new vil¬ 
lain. Noted Kemp, “I came up 
with designs for colors and the 
set decorators, the effects de¬ 
partment, and everybody else 
would try to coordinate with 
those colors so everything be¬ 
gan to have the same color look 
about it. Serge Krizman and I 
worked very closely on coordi¬ 
nating our colors so we could 
make a really effective piece. 

“We had all the designs 
ready before any of the villains 
were cast, in most cases,” he 
said. “It was the only way we 
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Newmar’s Catwoman. 
BatBits: Watch for former 

stripper Gypsy Rose Lee as a 
newscaster. William Dyer, Adam 
West's lighting stand-in got screen 
credit as a policeman, and often 
played cops on the show without 
credit. 

The Mad Hatter’s radioactive 
fumes turn Batman’s cowl pink In 
#69, "The Contaminated Cowl.” 

#69 The Contaminated 
Cowl 

#70 The Mad Hatter 
Runs Afoul * 

I 447. 1/3/47. Wrinn by Clutflw HofTmin . 
iMralrd by Omr Ryddph. 

Pitting as the Three-Tailed Pasha of 
Panchagorum, Jervis Tetdi, The Mad 
Hatter, heists l lattie Hatfield's valuable 
ruby. The Hatter’s radk^active fumes turn 
Batman’s cowl a contaminated pink. The 
Dynamic duo are locked inside an X-Ray 
Accelerator Tube and Huorvwaipk: 
Cabinet facing obliteration. 

Charles Hoffman’s script makes 
little use of the Hatter's hat motif. 
Hoffman based his material on a 
comic book story. "The Mad Hatter 
of Gotham City" from Detective 
Comics #230 (4/56), but did little to 
develop the material. 

Bat Bits: Hoffman, the series story 
editor, wrote 22 scripts for the series, 
second only to Stanley Ralph Ross. 

#71 The Zodlac Crimes 
#72 The JOKER’S 

Hard Times 
#73 The Penguin 

Declines_ ** 
1/11/47. 1/12/47, 1/11/47, Star? by Slrphra kmmlel. 
trirpUy by Mrphrn kindrl iad Stafford SJht- 
niD Dlffclfd by Oscar kudnlph. 

Joker and Penguin collaborate in a 
series of crimes inspired by signs of the 
Zodiac. The Joker’s moll, Venus, turns 
fmm her evil ways to assist Batman and 
Robin, hut all three are chained in a 
shallow pool about to be eaten by a giant 
dam. With (he Penguin apprehended 
in Pari One. this makes for a pretty 

With Venus (T«rry Moore), the 
Joker’s moll, about to be eaten by 

a giant clam In episode #71. 

could handle the show 
actually. If we allowed 
every actor that came in a 
choice we would never 
get anywhere. Most were 
very amenable, in fact 
people were clamoring to 
be on BATMAN. They 
didn’t worry too much 
about what they were 
wearing. Each of their 
costumes was a different 
challenge to create and 
make workable for the 
person who had to wear 
it. No one objected to the 
many fittings required.” 

Kemp pegged design¬ 
ing for actor Victor Buo- 
no as King Tut as his 
biggest challenge in the 
series. “He was huge. 
You have no idea,” said 
Kemp. “He wore a size 8 
1/2 hat. His chest size 
was something like 62. 
His waist was even big¬ 
ger. We had to use yards 
and yards of material to 
make the costumes. The 
tailor shop was stocked 
so full of fabrics for this 
episode that the studio 
personnel started calling 
me Omar the Tent Mak¬ 
er. He was a wonderful 
guy to work with, very 
affable, very happy.” 

It has been reported 
that Frank Gorshin hated 
his green tights so much 
that he went out and had 
a suit tailored for the Rid- 
dler. Kemp said the story 
is ridiculous. “I designed 
all the Riddler’s cos¬ 
tumes,” said Kemp. “Ini¬ 
tially, we wanted to play him 
totally in tights and then decid¬ 
ed later on that we should have 
a change and put him in a suit.” 

George Sander’s Mr. Freeze, 
with his metal helmet, caused 
particular problems for Kemp 
and the production crew. 
“Everybody, including George, 
felt he should be inside a hel¬ 
met," said Kemp. “The point I 
made was that you were going to 
have difficulty with his speech. 
As a matter of fact, we had to 
dub most of his dialogue at a lat¬ 
er date." 

The producers thought the 
problem could be remedied 
with microphones inside the 
helmet. “We did fit the helmet 
with miniature mikes,” said 
Kemp. “But the problem was 

CCI used vivid color 
combinations and 

styles to translate the 
garish look of the 

comics, a new idea 
for film and TV. 7 5 

—Designer Jan Kemp— 

Jan Kemp’s original designs for The Rlddler 
(left) and The Joker, made prior to casting, an 

attempt to duplicate the look of the comic books. 

that we’d still get a resonance 
on his voice which wasn’t quite 
George Sanders. It was like 
putting a man inside a bucket. 
He sounded like he was speak¬ 
ing in an oil drum.” 

When Otto Preminger took 
over the role for Mr. Freeze’s 
second appearance, Kemp came 
up with a permanent solution to 
the problem. “We took away 
the helmet and gave him a col¬ 
lar that had little jets to blow the 
ice-cold air around him,” said 
Kemp. “In actual fact, I think 
we made a point in the script 
about this, that he was wearing 
this device that kept him cool." 

In addition to the villains 
themselves, Kemp designed or 
selected costumes for each of 
their henchmen. “I would try to 

find some idea and pre¬ 
sent it to the producers so 
it would look like the 
original comic villains,” 
said Kemp. “I would get 
loads of costumes after 
they made the decision on 
the design. Buying at lo¬ 
cal stores wherever I 
could, or going out to lo¬ 
cal marts where they had 
bolts of clothing on sale, 
and buying what 1 want¬ 
ed. Sometimes dying it or 
fixing it up to the way I 
wanted it to look. 

“Every project was a 
new challenge, especially 
after we began to accumu¬ 
late more and more vil¬ 
lains; each one with their 
varied assortment of 
dozens of henchmen, 
none of whom should 
look anything like the pre¬ 
vious sets of villains and 
henchmen. Often I could 
reuse pants or T-shirts or 
caps or whatever by doing 
another dye-job on them. 
And producing them as 
different villains. By the 
time we’d done one sea¬ 
son we had a huge stock 
of these henchmen that 
we kept in our wardrobe 
department, that we could 
draw from and remix 
them or mix and match 
them as we wanted. 

“During the run of the 
show I must have cos¬ 
tumed about 600 principal 
characters and a countless 
number of henchmen. 
Someday I should sit down 
and count them all, but the 

real challenge is in producing 
costumes of original design with¬ 
out repeating what has gone be¬ 
fore. I must have been successful; 
I received many compliments on 
the look of the costume.” 

After BATMAN, Kemp was 
responsible for the look of 
MANNIX, HAPPY DAYS, 
THE INCREDIBLE HULK, 
QUINCY, THE COLBYS, and 
DYNASTY among others. He 
also created the costumes for 
one of the most impressive 
looking alien races on televi¬ 
sion: the Visitors in the mini-se¬ 
ries and television show “V”. 
But BATMAN still holds a spe¬ 
cial place in his heart: “Those 
days were some of the most en¬ 
joyable times in my career,” 
said Kemp, fondly. 
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Filming episode #45. “The Clock King's Crazy Crimes," with (I to r) Waiter Slezak and Eileen O'Neill as The 
Clock King and Millie Second, Burt Ward, Adam West, stuntman Huble Kems and actor Ivan Trlesalt. 

hour. It was simple for me at 
least because I knew what 
they were all about/* 

^ ^ n November Green¬ 
way was told that 
ABC had decided to 
make the show two 

J I half-hour episodes 
twice a week. Howie 

Horwitz, the producer of 
Warner Bros’ 77 SUNSET 
STRIP, was hired as BAT¬ 
MAN'S producer as the pi¬ 
lot was being filmed. 
Horowitz was in charge of 
all aspects of the series: the 
writing, the crew, the coor¬ 
dination with the studio. 
Horowitz assembled 
the first 13 scripts/out¬ 
lines during November and 
December and sent them 
off to executive story con¬ 
sultant Semple for analysis. 
In a series of letters to 
Dozier and Horowitz from 
“The Batcave" in Spain, 
Semple started his notes for 
writers which was eventu¬ 
ally collected as the Bat- 
bible for the show. 

Noted Semple in his 
correspondence, “I don’t 
want to seem to be trying to 
direct these damn charades 

from 7,000 mile distance, but 
please please try to get over to 
Our Star how absolutely essen¬ 
tial it is to keep Most Driving 
Pace in dialogue scenes. He and 
Robin must absolutely Pounce 
on each other’s cues. Absolute¬ 
ly no thoughtful musing, and if 
I or any other writer accidental¬ 
ly put in such dialog stage di¬ 
rections, for batsake knock 
them out with thick black ink 
before mimeo!" 

While series filming was un¬ 
derway, ABC tested the pilot at 
ASI, Audience Surveys, Incor¬ 
porated, in Hollywood. 

“The average pilot would 
score 68,” recalled Harve Ben¬ 
nett. “BATMAN scored a 49. 
To my knowledge it was the 
lowest ASI score ever recorded, 
at least the worst score recorded 
up to that time. The silence was 
continuous for five minutes. 
Everyone was looking for 

someone to blame, and 
there was nobody to 
blame. Occasionally, 
Dozier would say, ‘Well, 
the machines broke.’ 

“We had a meeting af¬ 
terwards, and maybe my 
memory has glorified this, 
but Ed Sherick, the man 
who created WIDE 
WORLD OF SPORTS, a 
genuine television pioneer, 
the type of guy you associ¬ 
ate with George Patton in 
personality, a volatile, pas¬ 
sionate man, suddenly got 
up and stamped his fist on 
the table and said *1 don’t 
give a damn what these 
people say, it’s funny!’ Or 
words to that effect. ‘I’m 
just going to lake this back 
to New York and get the 

The Imcomparable Victor Buono as King Tut, 
one of the series' original villains. In a lush 
Egyptian costume designed by Jan Kemp. 

weak collaboration. Howard Hughes’ 
former girlfriend Terry Moore plays 
Venus. 

Bat Bits: These episodes were the 
series' find thrvc-puitcr, simultaneously 
celebrating the show’s one-year 
anniversary and helping to open 
ABC's second season. 

“You know I'm violently opposed 
to police brutality.” 

—Commissioner Gordon 

#74 That Darn Catwoman 
#75 Scat; Darn 

Catwoman *** 1/2 
l/lf/47.1/25/47, Wrtma b. Mult, Ralph Ron. 
IHrrfUd bj (heir Rudolph. 

Catwoman's aide. Pussycat, 
attacks Robin with cataphrenic, 
turning him to the Feline Fury’s side 
of the law in a plot to buy plans for 
the Gotham City Mint. Batman 
tracks Catwoman to her hideout but 
is bound to a mousetrap with Robin 
cutting the rope... 

One of (he scries’ highlights, 
with Leslie Gore as Pussycat and 
interesting twists including a 
captured and brainwashed Robin. 
Writer Stanley Ralph Ross’s 
numerous wonderful wordplays 
alone warrant a close listen. 

BatBits: The test reel for the 
series used Burt Ward in several 
situations. Recalled Ward, “I did 
Dick Grayson in the civvies outfit, 
Robin doing a scene, and, because 
I’m a blackbelt in karate (they 
wanted a very athletic type of 
person), I broke a brick with my 
hand and broke a board over my 
head." 

Brainwashed by Pussycat (Leslie 
Gore), Catwoman's aid In "That 
Dam Catwoman," episode #74. 

#76 Penguin is a 
Girl's Best friend 

#77 Penguin Sets a Trend 
#7# PENGUIN’S 

Disastrous End ** 
L1M7,2/L47, ZW, Wntlm In Shermau 
Ihrtf tfd bj jum B, U«fL 

Batman and Robin are coerced 
by Penguin to appear in a movie 
with Batman forced to do 100 
takes of a kissing scene with 
Marsha, Queen of Diamonds. The 
Dynamic Duo is tied to a giant 
catapult and readied to be 
bundled across Gotham City. B u t 
Batman remotely commandeers 
the Batmobile to eject a safety net. 
Rejoining the production, they 
are dressed in chain mail armor 
and about to be pulverized as 
scrap metal in a high-pressure 
hydraulic crusher. Another multi¬ 
part show that would be improved 
if condensed. 
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THE JOKER 
Cesar Romero on being 
Crime's Clown Prince. 

By Bob Garcia 
“I never thought very much 

of Batman because I never saw 
the comic strip,” said Cesar 
Romero, who was called on by 
producer William Dozier to 
play the Joker after episodes 
had been filmed with Frank 
Gorshin as the Riddler and 
Burgess Meredith as the Pen¬ 
guin. Dozier screened the first 
episode for Romero at Fox. “It 
was just great,” said Romero. “I 
thought ‘My God. This is really 
fun.’ When I read the script I 
said, ‘Why sure I’ll do this. I’d 
love to do it.’ 

“Why he wanted me for the 
Joker I will never know,” said 
Romero. “His wife Anne 
Rutherford said he saw me in 
something that made him want 
to cast me. I can’t imagine what 
it was. I'd never done anything 
like that before.” 

Duplicating th« look of the comics, 
the Joker as he appeared at the 

time ot the TV show, In July 1965. 
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Jan Kemp the costume de¬ 
signer for the show, remem¬ 
bered Romero's first reaction to 
his costume. “Cesar Romero 
was always the epitome of the 
well-dressed gentleman,” said 
Kemp. “At our first meeting, I 
said to him that I would like to 
preserve that image in his cos¬ 
tume and planned to give him a 
smartly tailored dress tail suit. 
He approved. 1 explained fur¬ 
ther, ‘Of course, it will be a bur¬ 
gundy color with black stripes 
on the pants. You should have a 
green shirt and a floppy black 
silk tie with white face makeup 
and green hair, not forgetting 
green socks!* He started to gig¬ 
gle with this insane cackle. The 
producers were there, and he 
had us all in stitches with his 
hysterical laughter. He decided 
to keep the laugh in the show as 
his trademark.” 

Romero loved playing the 
Joker. “It was a very easy char¬ 
acter to go into,” said Romero. 
“I didn't prepare for it in any 
way at all. Once you get into 
that costume and get the wig 
and makeup on, you change 
completely. It was a ball to 
whoop it up, laugh and scream. 
It was a hammy part. You see, I 
was never a straight leading 
man in pictures. Far and few be¬ 
tween were the pictures where I 
ended up with the girl. I was al¬ 
ways sort of a second banana. 
When I first started in pictures I 
played a lot of gangsters.” 

Romero cited CAPTAIN 
FROM CASTILLE, in which 
he played Cortez, as one of his 
favorite roles. “I’ve thoroughly 
enjoyed making a tremendous 
variety of pictures, said 
Romero. “The Joker was just 
another character that came 
along, but I hope I'm not only 

As The Joker, Romero refused to 
shave off his trademark moustache, 

makeup by Bruce Hutchinson, 
costume by Jan Kemp. Inset: On 

the show’s 1986 20th anniversary. 

going to be remembered as the 
Joker.” 

Like with Meredith, Gorshin 
and Julie Newmar as Cat- 
woman—the directors stayed 
out of Romero’s way and let 
him do his stuff. “I didn’t get 
any direction from any of the 
directors,” said Romero. "They 
let me alone. There was nothing 
to change.” 

The producers also stayed 
out of Romero’s way when it 
came to the makeup and his fa¬ 
mous mustache, which he re¬ 
fused to shave off for the show. 
“I grew my mustache when I 
was 23-years-old, because I was 
very much in love with a lady 
ten years older than I," said 
Romero. “She wanted me to 
look older. I’ve had it ever 
since. The Joker was just one 
week’s work at the time. I was¬ 
n’t going to shave it off and told 
them that. I told them to just 
pile makeup on it. That was per¬ 
fectly all right with them." 

After an hour of makeup in 
the morning, Romero was trans¬ 
formed into the Clown Prince of 
Crime. “I think it was one of the 

show's best villains,” said 
Romero. “And from the reac¬ 
tion I get, I think the audience 
did to. I think they were more 
attracted to the Joker, Penguin 
and Catwoman than many of 
the characters." 

But by the third season, even 
that excitement began to wear 
thin, for the actor as well as the 
audiences, mainly because the 
scripts were weaker. “I think 
that after 2 1/2 years they didn’t 
know where to go with it,” said 
Romero. "It seems as if they 
were doing the same thing over 
and over again. There wasn’t 
enough variety in the stories. I 
guess, they went about as far as 
they could go with it.” 

For Romero the role was just 
another acting job. “You’re an ac¬ 
tor and you go out and act,” he 
said. “I like to keep busy. But is 
there anything of the Joker in 
me? I don’t think so. That was 
just a character to play.” □ 
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boys behind it."’ 
Sherick remembered: “1 had 

a dinner date, and 1 was going 
lo join Doug Cramer and Bill 
Self later. When I got over lo 
the restaurant, their faces were a 
mile long. It was the worst lest 
in ASI history. The audience 
had hated the show so much 
that if they could have pushed 
the dials below zero they would 
have done it." 

As a result of the first ASI, 
ABC had FitzSimons go back to 
the studio and dub in a laugh- 
track. FitzSimons thought it 
was ridiculous. "I knew it 
would come up with exactly the 
same result," said Fitzsimons. 
“And it did. Now the network 
was ready to commit suicide. 
Then they had me go back to 
the dubbing room and dub in a 
ludicrous narration which said, 
‘What you’re about to see is a 
comedy. Be prepared to hiss the 
villains and cheer the heroes.’ 
Which was real shit. Their con¬ 
tention was [the audience] 
didn’t know it was funny.” It 
was tested three times, and each 
time had the same result. Evcn- 
tually, Ed Sherick just went 
back to New York and sold the 
show. Batman was an 

overnight sensation 
and Time magazine 
in a February, 1966 
issue described the 
campaign that made 

it so: “BATMAN would have 
attracted nobody but preschool¬ 
ers were it not for ABC’s inge¬ 
nious promotion efforts. Sky¬ 
writers emblazoned BATMAN 
IS COMING in the heavens 
above the Rose Bowl game. 
Every hour on the hour, televi¬ 
sion announcements bleated the 
imminent arrival of the Caped 
Crusader. Hordes of people 
who recalled Bob Kane’s comic 
book creation as well as the 
1943 movie...pushed their tod¬ 
dlers out of the way to get a 
good look at the TV set.” 

Noted Sherrick, who hired 
Grey Advertising to mount the 
campaign, “There was a terrific 
hunger for it. It was an instanta¬ 
neous hit. It didn’t last forever, 
but it burned bright.” 

When it was obvious the 
show was a success, Dozier 
flewr Lorenzo Semple out to 
Hollywood, gave him an office 
which he never used, and had 

Rubin stuntman Victor Paul 
recalled shouting the huge trash 
chutes in #77. Said Paul, “This 1 §? 

4 |( magnetic crane picks up Batman and ■ 
Rohm [in armor] and takes them 
over this giant trough and drops them ! A . I 
in. and (they] go through a giant 
funnel into a trash bin. We're up 
about 20 feet, when the director tells W V 
them to let us go. 1 said. ‘Let us go, 
bull. You can't let us go in the funnel 
wilh all (his junk and metal? You 
can't do that.' He said, 'Gee, you're 
stuntmen.’ And I said, *Ycah, but 
we're not idiots.' ” Ultimately, 
dummies were sent through the 
funnel. 

BalBits: Carolyn Jones returned 
as Marsha. Several shots of the 
Batman set and crew can be found 
sprinkled throughout #7b. 

"Only the Riddler and his ilk 
would have such a flagrant 
disregard for private property. 
This door will have to he 
repaired." _Ba(man to Kohin 

#79 Batman's Anniversary 

#ho A Riddling 
Controversy +1/2 

1^17, 2/1,47. Writtn by Willbm P. irAngrlo. 
IXrvctnS tiy Jimo H. Clark. 

Riddler mbs Batman's charity 
dinner and the Gotham City Bank to 

JL 
^ A If ^ * ", 

Sinking In quicksand In #79 atop a 
giant cake, thinking they were 

poelng for marshmallow figures. 

raise funds to purchase a destructive 
De-Moleculari/er. Batman and 
Robin, thinking they are posing for 
life-size marshmallow figures of 
themselves, discover they are sinking 
into quicksand atop a giant cake, a 
classic comics riff. John Astin takes 
over the Riddler role, but is not as 
nutty and over the edge as the Prince 
of Puzzlers demands (or at least as 
Frank Gorshin has accustomed us 
to). 

“The reason John Astin played 
the Riddler," recalled Gorshin, “was 
because I had a night club 
commitment which I couldn't cancel. 
They wouldn't let me out and the 
studio wanted to do that episode at 
that time. So, instead of waiting for 
me to be available, they figured I 
wasn't indispcnsible; they put my 
clothes on somebody else. I was 
really offended that they did. Of 
course. I understood the logistics and 
everything. There was nothing they 
could do. They had a schedule and so 
forth." 

BatBits: During 1966, Thursday 
installments of the series were rated 
the fifth most popular TV show while 
Wednesday segments were tenth. 
BONANZA was the series at # I 

Carolyn Jones as Marsha Queen 
of Diamonds gets direction from 

the Penguin In episode #76. 

“Robin, warm up the Bat-spot 
analyzer while I take a sample of 

—Batman 

*★1/2 

this affected doth.*1 

#81 The JOKER'S 
Last Laugh 

#82 THE JOKER’S 
Epitaph 

2l5/*7,1 1667 Story by Prtrr Ribt, irkplty by 
[iirroiti Semple, Jr. IHrrfUd by Qiar Rudolph- 

On the trail of phony phunds. 
Batman discovers that the chief teller 
at Gotham National Bank is a Joker- 
controlled robot raising funds for the 
Joker’s Penthouse Publisher comic 
book company. Robin is captured 
and about to be pressed fiat into a 
comic book. 

Batbits: Oscar Rudolph directed 
36 episodes, and 30 of the final 52, 
the most of any of the 19 directors 
credited on the series. Producer 
Charles FilzSimons recalled that 
Rudolph directed the entire Ann 
Sothem series, PRIVATE 
SECRETARY. “He was very 
proficient, very responsible and was 
a very good friend of mine.” 

“The way we get into these scrapes 
and get out of them, it’s almost as 
though someone was dreaming up 
these situations; guiding our 
destiny." -Robin to Batman 

#83 CATWOMAN GOES 
to College 

#84 Batman Displays His 
Knowledge *★ 

2/22*7, I 13 47 WrittM by Suuiey Kilph Hot* 
Dim (rd by Kubrrl Spur. 

Catwoman steals a life-size 
statue of Batman to design a Bat- 
costume and robs a supermarket. The 
real Batman is arrested, but escapes 
with Alfred’s help. Catwoman then 
lures the Dynamic Duo to the top of 
a building where they are dumped 
into a giant coffee cup. A huge 
percolator filled with sulfuric acid is 
about to pour liquid death over our 
subdued heroes. Another fantastic 
deathtrap from the mind of Stanley 

Catwoman directs a giant coffee 
percolator to drip sulfuric acid 

In gameshow hljlnks In #63. 

Ralph Ross, sandwiched between 
more modest material. 

Noted makeup man Lee Harman 
about Batman and Robin's costumes. 
“Those tights were so tight that 
they’d gel sweaty. You'd have to use 
a hairdryer to keep them dry so that 
wouldn t show through " Added 
supervisor Bruce Hutchinson, “When 
they cut the scene and went onto 
something else, the cowl, the cape 
and the belt would come off; it got 
too hot. Every lake. The cowl would 
just lift off. Adam perspired a lot. 
Burt's mask would come off and he 
had lo have his hair combed over the 
mask every time." A segment with 
Batman in prison (second half of 
#83) shows exactly how Batman's 
cape and cowl were removed. 

Batbits: Watch for Art Linklctter 
in a Hatclimh cameo in #83. 

#8? A Piece of the Action 
#86 Batman's 

Satisfaction **1/2 
3 1*7,3, 2*7. W ritlci by Cfcariti Hoffman 
iHmtrd by (Heir Rmlniph, 

Batman and Robin team up with 
the Green Hornet and Kato to stamp 
out counterfeiting at the Pink Chip 
Stamps Factory. Batman and Robin 

Robin Is about to be pressed flat 
Into a comic book at the Joker1 s 

publishing company tn #81. 

end up stuck to a glue table, while 
the Hornet and Kato are fed into a 
machine, about to be pressed into 
stamps. With four major heroes, 
several crooks and a handful of 
secondary characters lo write for, 
little room was left for a strong plot 
and character development. 

BATMAN and THE GREEN 
HORN HI’ were filmed on the same 
Culver City lot, and shared the same 
network and producer. THE GREEN 
HORNET did poorly during its 
single season, often ranking in the 
bottom 20 of the Nielsen ratings. 'It 
may be because we turned Batman 
into a camp character," observed Bill 
Dozier in 1907, "that people refuse 
to buy Green Hornet* or anyone else 
in a mask, who isn't treated in the 
same way." 

Robin stuntman Victor Paul 
remembered filming the climactic 
fight between the two Dynamic 
Duos. “We had quite an incident, 
because Batman and Robin didn't 
w ant to lose the fight. Bruce Lee 
didn't want to lose the fight [either]. 
They had a big to-do about that. 
Bruce Lee said* 'Nobody beats me.' 
Finally, we had to get the producer to 
come down and straighten out the 
whole deal We just sat there and 
waited. He said, 'Look, it's a 
Mexican standoff. Nobody wins. 
You have this big fight. At the end of 
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LORENZO SEMPLE, 

GURU OF GAMP 
The first season story editor who set 
up the show's straight-is-funny style. 

Teaming up with THE GREEN 
HORNET to boost its ratings in 

#85, "A Piece of the Action." 

it, you just stop it and stare at each 
other; that's the end of the fight.' So 
that's how we did it. 

“1 talked to Rrucc Lee.” added 
Paul. “'Bruce, whatever you do, 
don't nail me because I'll come back 
with a chair on you.' He was fast; if 
he hit you, he’d knock your head off 
and he was used to making contact. 
I said, 'Don't make any contact with 
me because that's not right.*” 

Batbits: Watch for Edward G. 
Robinson’s batclimb cameo in #Kft 

“If the Caped Crumb is here, the 
cowled creep can’t he far behind.” 

—King Tut 

#87 King Tirrs Coup 
#88 BATMAN’S 

Waterloo ** 
3/ft*7.3Wt7. Story b) l-w ud 1'aulme T»«i- 
wad. TckpUy by Suolrt Ralph Row. Directed by 

June* H Clark. 

Tut and his Tut lings cop a 
sarcophagus from the Gotham City 
museum and plot to kidnap Lisa 
Carson (Lee Meriwether), dressed as 
Cleopatra for the upcoming Egyptian 
Costume Ball. Batman is sealed in 
the royal sarcophagus and dropped in 
to a large vat of Water. Robin's fate: 
to be boiled in oil. Includes a Tut 
origin segment at the beginning of 
#87. Highlight: Carson inviting 
Bruce Wayne into her hotel room for 
milk and cookies, one of the few 
times Wayne kisses anyone on the 
show. 

Heavyweight Victor Buono was 
in his late 20's. “I was about 300 
pounds at that point, also.” observed 
scripter Stanley Ralph Ross. “So we 
looked like Tweedledum and Twcedle- 
dec. I was about 30. We palled around 
together. I really liked Victor. He could 
make me laugh by saying hello. The 
guy was a genius. He wrote poetry 
and he did an album called Heavy” 
Buono died January 2, 1983. 

BatBits: For the first time in the 

Bruce Wayne has cookies and milk 
with Lee Merrlwether as socialite 

Usa Carson In episode #88. 

By Bob Garcia 
Lorenzo Semple, Jr. was so 

successful in camping up Bat¬ 
man, the producers felt he 
would be the best one to main¬ 
tain creative control on future 
scripts. In 1965, he was given 
the job of executive script con¬ 
sultant, corresponding with the 
producers while living in Spain. 
His letters critiquing scripts 
were compiled along with his 
notes on the show (affectionate¬ 
ly referred to as Bat-Poop) into 
an informal writer’s bible for 
the show. There are no surviv¬ 
ing copies of the bible, but 
Semple's letters spell out his 
wisdom on Bat-writing. 

Most of the comments that 
follow are from Semple’s cri¬ 
tique of Max Hodge's first draft 
of episodes #7 and #8, “Instant 
Freeze” and “Bats Like Cheese.” 

“Bruce Wayne does NOT 
call Gordon, ‘Sir’!” wrote Sem¬ 
ple.” Batman’s whole attitude 
toward Mr. Freeze strikes a 
wrong note. If Mr. F’s predica¬ 
ment is the result of Batman 
pouring a beaker of Secret 
Sludge over him, wouldn't Bat¬ 
man feel some responsibility 
and sympathy? ‘The poor devil. 
His mind twisted by that perpet¬ 
ual cold. We must catch him for 
his own sake, as well as 
Gotham City’s, (or words to 
that effect.)” The episode in¬ 
cluded Semple's suggested dia¬ 
logue almost verbatim, and in¬ 
stituted Batman’s tendency to 
pity his criminal foes. 

Wrote Semple of the Boy 
Wonder, “I do not think that 
Robin calls Batman ‘Sir’ either! 
It’s utterly wrong for Robin to 

Sample, camp's architect, who 
want on to write blg-budgat films 
Ilka Stove McQueen’e PAPILLON. 

be the straight man feeding Bat¬ 
man hambone questions. That’s 
what O'Hara is for. Even Gor¬ 
don’s better than Robin at this 
chore. My assumption: Batman 
and Robin are fully briefed on 
all their past adventures. Robin 
cues Batman by statements in 
brisk indicative mood, not 
queries....They trigger each 
other, set each other off.” 

Semple drew a distinction 
between the Batman of the 
comics and his TV incarnation. 
MI realize increasingly the gulf 
between comic-book Batman 
stories and our own. We see 
Batman just sitting in front of 
his TV set, moping around [in 
this script). I realize this is very 
common pattern in original 
comic-books. I submit that it’s 
quite unacceptable for our tight- 
woven dramas. If a scene does 
not end with the words, ‘Let’s 
go!,* then that must at least be 
implied. Indeed, were I [pro¬ 

ducer] Howie [Horowitz], I . 
would make a rubber stamp . 
with that pithy and unbeatable 
phrase to stamp at end of scenes 
where it’s lacking in drafts!” 

One dictum Semple stressed 
that was largely ignored by the 
producers was the need for 
budgeting restraint. “I am voice 
in Spanish wilderness, constant¬ 
ly cry ing out for simplicity and 
economy of effect! I have been 
beating my brains out trying to 
contrive scripts that are really 
quite modest in production, us¬ 
ing fairly simple props and in¬ 
tercuts to give illusion of much 
more action that there actually 
is, and I think others should do 
same. There is also a bonus in 
this: quite aside from saving 
dough, the extra brainwork re¬ 
quired in forcing a Bat-story in¬ 
to a formal and limited frame 
will (I submit) always make it a 
better Bat-Script.” 

Semple railed against the use 
of contrivance and coincidence. 
“In Hodge’s first draft. Batman 
merely stumbles upon Mr. 
Freeze’s first heist at the Dia¬ 
mond Exchange. I know we 
count a lot on amusing and in¬ 
sane coincidence in Batwriting (I 
do!), but I’m not sure this quali¬ 
fies,” wrote Semple. “I mean 
Batman racing to see the parade, 
stumbling into the diamond 
heist. Either Freeze wants Bat¬ 
man there, or else he wants him 
not there. If former, something 
much more startling should hap¬ 
pen to set Batman going.” 

Semple sought to play for 
comedy rather than drama, re¬ 
ferring to the Mr. Freeze script. 
“This thawing-out nonsense is 
pretty good, but should it take 
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CC We must appeal on 
two levels, to kids 

and grown-ups. On a 
sophisticated level the 

appeal comes from 
inherent juvenility. 99 

—Writer Lorenzo Semple— 

place in a deathly still 
room, down in the cellar 
of City Hall? I think not. 
Seems to me, the scene 
would be (like, say) the 
Super-Hyperbaric Ther¬ 
mal Chamber at Gotham 
City General Hospital. 
Could have wonderful 
parody of doctor shows, 
as fight made for Bat¬ 
man’s life. That is kind of 
thing which is fast, shoot- 
able, funny, and I think 
should be exploited wherever it 
comes up.” 

Semple sought to keep Bat¬ 
man heroic and ingenious. “In 
principle, I really don’t like an 
ending where salvation comes 
because Robin and Cops have 
simply followed Batman, 
dredge him from soup when the 
the broth looks blackest,” he 
wrote. “This would only be ac¬ 
ceptable if it resulted because 
Batman inanaged to broadcast 
some tricky clue to his where¬ 
abouts, right under the villain’s 
nose. Which Robin would inter¬ 
pret to Cops.” 

It was Semple who suggest¬ 
ed the means to foil Mr. 
Freeze, which led to the show’s 
penchant for far-out Bat-de- 
vices. “There is another much 
simpler and more Batmanesque 
ending available. To wit: With 
his full 
knowledge of how Mr. Freeze 

works, isn’t it certain that Bat¬ 
man would have equipped him¬ 
self with some clever counter¬ 
gadget? Super-Thermal Under¬ 
wear? A micro-miniature heat¬ 
ing system built into his cape? 
Thus he would only be pre¬ 
tending to be frozen (for what¬ 
ever reason), [and] would sud¬ 
denly pounce for the climax.” 

Semple’s concept of “camp” 
advised the producers to play it 
deadly straight. “1 wrote most 
dangerous Tine in Bat-Poop 
when 1 reminded writers that we 
must appeal on two levels: to 
kids and grown-ups too,” wrote 
Semple. “I see now, appeal on 
sophisticated level must come 
from inherent juvenility of sto¬ 
ry-line.” 

Semple was a driving force 
in the early months of BAT¬ 
MAN’S production. After see¬ 
ing the actors in the roles, he 
wrote specific Author’s Notes 

for them on their charac¬ 
ters. He wrote his own 
scripts for the show at the 
same time he acted as ex¬ 
ecutive script consultant, 
and when he came out to 
California worked with 
Dozier and Horowitz on 
the show. He even looked 
over various treatments 
of THE GREEN HOR¬ 
NET series for Dozier. 

Semple tired of the 
show after the first season 

and left, writing only a few 
more episodes, instead concen¬ 
trating on film projects like 
PAPILLION, and NEVER 
SAY, NEVER AGAIN. 

Using short, crisp dialogue, 
having villains always antici¬ 
pating Batman's interference in 
their nefarious plans, avoiding 
comic book pacing, always hav¬ 
ing the villains foiled by some 
outrageous foresight on Bat¬ 
man’s part, and most of all 
playing it, straight, straight, 
straight, was Semple’s formula 
for success. When writers devi¬ 
ated from Semple’s plan, the 
shows fell flat. □ 

Letters by Lorenzo Semple, 
Jr. Copyright ©1965 Lorenzo 
Semple, Jr. All Rights Re¬ 
served. From the Dozier Collec¬ 
tion in the American Heritage 
Collection of the University of 
Wyoming. 

him write a Bat-Bible for the 
show. For the entire first sea¬ 
son, Semple continued what he 
had started in Spain, and sat in 
on all story conferences, 
marked up scripts, and oversaw 
his wacky creation. Bill D'An¬ 
gelo put it bluntly, “Without 
Lorenzo I don’t think there 
could have been a BATMAN. 
He just had the knack. His 
scripts were absolutely bril¬ 
liant.” 

The first episodes were shot 
at three locations: Fox’s West¬ 
ern Avenue Studio, Fox’s Cen¬ 
tury City Studios, and the Cul¬ 
ver City Studios, which had 
been Desilu Studios at one time, 
and before that Dozier's old 
stomping grounds, RKO. Fox 
had rented the latter because 
they had run out of space on 
their own lot. 

Sometime in that first sea¬ 
son, Ivan Martin had to pack up 
the Batcave, Stately Wayne 
Manor and Commissioner Gor¬ 
don’s office, and move it all to 
the Culver City location, be¬ 
cause Fox needed the space on 
their own lot for other produc¬ 
tions. His crew cut up the set, 
placed it on 60-foot lowbcd 
trucks, that were only two feet 
off the ground, and drove seven 
miles to the new location and 
reassembled it. 

BATMAN was an extrava¬ 
gant show. The writers came up 
with giant props, massive ex¬ 
plosions, complicated death 
traps, and incredible sets. “The 

Art Carney as the Archer, one of 
the series1 original villains by 

prolific writer Stanley Ralph Ross- 

45 



“I'll call Batman on the red phone, 
you get Mr. Wayne on the other." 

—Commissioner Gordon to 
Chief O'Hara 

#93 Ice Spy 
#94 The Duo Defy ** 
J, 29/17, 3 39 17. Wrlllro b> ( burl™ Huffman 
Ihrevlrd by (Heir Rudolph. 

Mr. Freeze kidnaps Professor 
Isaacson hoping to obtain an instant 
ice formula. Meanwhile, Batman 
discovers the connection between 
Freeze and ice-skating star Glacia 
Glaze (Leslie Parrish). The Dynamic 
Duo get shoved into a Sub-Zero 
Temperature Vaporizing Cabinet, 
shortly to become pan of the Bruce 
Wayne Ice Arena. 

Though the story is up to bat-par, 
Eli Wallach as Freeze (continuing 
the character's German accent) 
doesn't match George Sanders' 
substantially cooler characterization 
(#7/K). Wallach was influenced by 
(or directed to emulate) Otto 
Preminger's previous silliness 
(#53/54). 

Bat Bits: The series' final 

Ell Wallach as Mr. Freeze, at 
the periscope controls beneath the 

Bruce Wayne Ice Arena In #93. 

Stopping Barbara Gordon's 
marriage ceremony to Penguin In 
third season opener, episode #95. 

consents to marriage only after 
Penguin threatens to kill her father. 
Barbara secretly changes to Balgirl 
and is joined by the Dynamic Duo. 
With only half of the previous 
timeslot available, editing is crisper 
on most one episode third season 
shows, including this one. 

Noted Yvonne Craig, who played 
Balgirl, about modifications to her 
costumes, "They cut the eyeholes 
bigger in all the masks, because any 
time Adam look a step forward, it 
was an act of faith, you know; he 
absolutely couldn 't,sec in his cowl." 

BatBils: In this episode, Barbara 
Gordon has recently returned from 
four years of college and Dick 
Grayson has just passed his driver's 
license exam, allowing him to drive 
the Batmobile at last. 

#96 RING AROUND THE 
RiDDLER * 1/2 

9/21/17. Writtn by Cbirto Huffman. Directed hi 
Sam Slnmjciv 

Riddler attempts to take control 
of prize fighting in Gotham, posing 
as boxing champion Mushy 
Nebuchadnezzer, calling on Siren 

Bate limb featured Carpet King, a 
cameo earned supposedly for selling 
producer Bill Dozier some Persian 
rugs. These sequences usually were 
written on a short deadline. “I would 
have to come up with stuff that ran 
22 seconds or so,” recalled scripter 
Stanley Ralph Ross. “They would 
call me up and say, ‘Stanley, we’ve 
got so-and-so coming in tomorrow/ 
Sometimes 1 wrote it on the set. 
More often than not, I had a day. 
That was all decided by (producer] 
Bill Dozier and Howie Horwitz and 
it was all personal friends. People 
were waiting in line to do it. 
Everyone wanted to he on the show/* 

Third Season 

“It’s Alfred's emergency bell 
buckle Batcall signal. He's in 
trouble.” —Batman 

#95 Enter Batgikl, 
Exit Penguin ★** 

9/14/47. WrttlM by S4*»f»rd Sherman. Directed 
by On*r Rudolph. 

Commissioner Gordon discovers 
that his daughter. Barbara, has been 
kidnapped by that well-known 
entrepreneur. Penguin. The cagey 
bird shows Barbara a wedding dress 
he selected and describes his plans to 
marry her. As the Commissioner's 
son-in-law. Penguin would become 
immune from prosecution. Barbara 

Dialogue coach Milton Stark goes 
over Batman's lines with Adam 

West during filming of #89. 

“She was a riot," said hairstylist 
Kathryn Blundell about Bankhead. 
“In the morning we spent two-and-a- 
half hours getting her ready and 
never stopped laughing the entire 
time. Wonderful stories, |a| funny 
person; charming and quite a 
character. She was the first person 
| who made me j realize that an actor 
is an actor no matter how old. This 
woman would be hunched over and 
kind of took like a little old lady 
sitting on the side of the set, but 
when they said 'action.' she 
straightened up and she was 
sensational." 

Bat Bits; Watch for George Raft's 
cameo in #89. Batman sings in #90. 
In real life, Adam West cut a single. 
"Miranda." for -Oth Century-Fox 
Records. Additionally, in 1966. The 
Mar kens' version of the scries’ 
theme charted at #17 in Billboard's 
top 60, while an arrangement by 
Neal Hefti and his Orchestra made it 
to #35. 

#9i Pop Goes the Joker 
#92 Flop Goes the 

Joker *** 1/2 
3 2X17,3/1347, While* hs Stanford Shr renin. Dt- 
retted by (rftirft Winner 

Joker joins the world of pop art 
when he disfigures paintings in a 
gallery with twin guns of spray paint, 
leading to a plot to steal the 
Renaissance art collections of 

series, Commissioner Gordon 
discusses his daughter Barbara 
Gordon with Batman (#88), a 
precursor to her debut third season as 
Balgirl. 

“I never touch spirits. Have you 
some milk?" 

—Batman to Black Widow 

Robin astride the Joker's deadly 
mobile of palette knives, about to 

be sacrificed to pop art In #91. 

imprisoned millionaires, including 
Bruce Wayne. Robin attempts a 
rescue but ends up in a giant rotating 
mobile of deadly palette knives that 
will slice apart the Boy Wonder- 
bread. 

A fantastic pair of episodes that 
shows the staff's creativity at 
colorful lighting and design at its 
best. Some knowledge of art history 
will enhance an enjoyment and 
understanding of some of the less- 
obvious gags such as Jackson 
Polluck and Vincent Van Gauche. 
What knocks a piece off the car of 
these episodes is perky overacting by 
Diana Ivarson as Baby Jane Towser, 
whose ari contest helps launch the 
winning Joker on a new career as art 
instructor to the millionaires. 

BalBits: Dialog coach Milton 
Stark played several small roles in 
the series including the second 
browser in #92, as well as the second 
zoologist (#72), Mr. Tamber (#76) 
and Irving Bracken (#89). 

JtJ/4?, 3/14*7. W rittra b* Robert Mian. 
Ihm-tni hi (Hear Rudolph. 

After Black Widow robs the 
American National, Beneficial. 
Commercial. Diversified. Empire 
and Federal State Banks. Batman 
concludes she is robbing in 
alphabetical order. The Gotham 
Guardians arc caught in a giant web 
as two huge black widow spiders 
crawl towards them. As with Shame 
or Sandman, Black Widow docs not 
rank among the classic Batman 
villains. Tallulah Bankhead's 
Pnpcyc-esque mumbling in the role 
is all but inaudible. 

#89 Black Widow 
Strikes Again 

#90 Caught in the 
Spider’s Den *1/2 

show was never [financially] 
feasible,” said Semple. 

“Every show came in 
$50,000 over, on the first pass, 
and we had to pare it down.” 
said Strangis. “Because that 
was a lot of money, almost fifty 
percent over the total budget, 
because those guys would write 
big, and we never curtailed 
them. We said go out and write, 
and then it was up to me to try 
and pare it down and still give 
them what they wanted. We had 
to find all these trick ways of 
doing it ” Oome of the expense in¬ 

volved the stars. West 
was chronically late to 
the set. “Adam West 
was a congenital bad 
boy, insufferable, in¬ 

corrigible, but lovable,” said as¬ 
sociate producer Bill D’Angelo. 
“He would walk on the stage an 
hour late with a big smile on his 
face and you'd want to smack 
him. but all you could do was 
laugh with him. Ultimately, 
w hat 1 started doing was dock¬ 
ing his salary. He really didn't 
believe we were going to keep 
the money, and I said, ‘I warned 
you, Adam. We can’t stand 
around waiting for you to show 
up in the morning. To teach you 
a lesson we're going to take 
your money away from you.’ 
And we did. We took it away, 
and the Guild permitted us to do 
so. You couldn’t yell at him be¬ 
cause there was nothing mali¬ 
cious about him. He was won¬ 
derful, a great guy.” 

After a while. West and 
Ward had a feud about who was 
going to come out of their trail¬ 
ers and the set first. Eventually, 
it got so bad that the two had 
their trailers placed side by side 
with the doors facing each oth¬ 
er. Bill D’Angelo or an assistant 
director had to walk in between 
them and call the stars to the set 
together. They would open the 
doors and wait until the other 
was coming out before they 
would go to work. 

The feud progressively 
worsened. Reputedly, one day 
Ward had come late to makeup 
and had gotten into an argument 
with West who finally said. 
"The name of the show is BAT¬ 
MAN. You’re my Tonto." Too 
much fame, too fast has been 
recounted as the cause of these 
flareups, but they never allowed 



Rehearsing the discotheque scene for the pilot episode “HI Diddle Riddle," director Bob Butler coaches Jill St John and Adam West Also shown, lighting gaffer 
Bill Neff (foreground) and unit production manager Sam Strangls (background). The set for the Bat cave was Just behind the set facade and drapes. 

the problem between them to 
interfere with (heir characters. 
Ward's ebullient Robin always 
deferred to his mentor, follow¬ 
ing him into and out of scenes. 

“We never let anything inter¬ 
fere with Batman and Robin,” 
said West. “When we were on 
screen together, we were a 
team. It worked. That’s all that 
matters.” 

West, however, still caused 
some headaches for the produc¬ 
ers. “He never learned a line," 
said D'Angelo. “We had to get 
him a Teleprompter. Which was 
hysterical. Because we had 
guys like Burgess Meredith 
come in who knew every word. 
And Tallulah Bankhead in her 
dying days, knew every word. 
What the fuck does he need a 
Teleprompter for? But he need¬ 
ed it, and if you look closely at 
any of the episodes, you'll look 
at his closeups and you'll see 
him under that cowl reading 
left, right. Because he couldn't 
learn how to read either. 
There’s a knack to learning how 
to read without moving your 
eyes." 

When this was mentioned to 
West, he said, “We used it pri¬ 

marily in the Batcave. I 
couldn’t memorize all that 
pseudo-scientific nonsense. I 
told them to get me a 
Teleprompter so I could read it, 
and it would save them time and 
money. They finally did, and I 
was right. It worked.” 

Don Weis directed two epi¬ 
sodes of BATMAN, one with 
Julie Newmar (“Hot Off The 
Griddle” & “The Cat and The 
Fiddle”) and another with Cesar 

Romero (“The Joker Is Wild" & 
“Batman is Riled”). “I remem¬ 
ber Adam West was a pain in 
the ass," said Weiss. “He once 
had a quote in TV Guide for 
which I never forgave him. He 
said an orangutan could direct 
BATMAN. He was pretty 
pompous. Burt Ward wasn't an 
actor. He was kind of sweet be¬ 
cause he didn’t know anything, 
and he was very receptive to di¬ 
rection. Neil Hamilton was 

marvelous, he was a real pro. 
Cesar was a doll, a charming 
man and a good actor. I loved 
him. All the professional actors 
were very good.” 

While Semple was the guid¬ 
ing force behind the first sea¬ 
son, writing the Batbible, ten 
half-hour episodes and the fea¬ 
ture film, he gradually faded out 
of the picture due to other com¬ 
mitments. writing only six more 
half-hour episodes in the last 
two seasons. 

Stanley Ralph Ross was the 
scries’ most prolific writer, with 
a total of 27 episodes to his 
credit.Ross was first ap¬ 
proached by Howie Horowitz at 
a recording session of Christine 
Nelson’s comedy album. Did 
You Come To Play Cards or To 
Talk? Ross had written the al¬ 
bum. and Horowitz liked what 
he heard. Horowitz gave the 
young writer his business card, 
and told him to give him a call 
because he had a new television 
show. 

Since BATMAN was Ross’s 
first stint at scriplwriting. they 
teamed him with veteran writer, 
Lee Orgel, and assigned them 
the first Catwoman episode 

Cinematographer Howard Schwartz does a hand-held take ot Victor Buono as 
King Tut for his mine car escape In #117, "I'll Be a Mummy's Uncle." 
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COMIC BOOK MAKEUP 
Bruce Hutchinson managed with simple techniques. 

Hutchinson (right) with Adam West, between takas, during filming in 1966. 

didn't iike makeup. He didn't 
like to be futzed with. We just 
powdered him down.”). Chief 
O’Hara, Alfred, Aunt Harriet, 
the victims of crime, the vil¬ 
lain’s three or four henchmen, 
and of course the villain, who 
would usually be the most diffi¬ 
cult. 

“The scripts would hit our 
department first,” said Hutchin¬ 
son. “Ben Nye would go to the 
production meetings at 20th 
Century-Fox and he knew up 
front what kind of character it 
was supposed to be. If anything 
was unusual, he would get in 
touch with me, and tell me, 
’Come up here and we'll get to¬ 
gether and work it out.’ If the 
character could be done without 
appliance work, then I would 
devise the character down at 
Culver.” 

Designs were presented to 
the producers, with William 
Dozier providing the final ap¬ 
proval. “We never got into the 
major sophisticated prosthetics 
and creative work they’re doing 
today,” said Hutchinson. “The 

stuff we did was pretty elemen¬ 
tary, compared to what’s being 
done now. But we were on a 
TV budget, and didn’t have the 
kind of money to create all this 
stuff on a broad scale. So we 
made do. We created characters 
that were funny. It wasn’t as re¬ 
alistic, it was comic booky, so 
you could get away from the re¬ 
alism of it.” 

Prosthetics were fabricated 
at Fox’s main laboratory at 
Century City, under the direct 
supervision of Ben Nye, where 
all the makeup used by the de¬ 
partment was made. The lab at 
Fox would send down the appli¬ 
ances and makeup as Hutchin¬ 
son needed them. 

The hectic shooting schedule 
was tougher on Hutchinson and 
his assistant than on most. Like 
all television makeup crews, 
they had to be on call every 
minute of the 15-16 hours 
shoots. While he had several as¬ 
sistants in the first season, there 
was only Lee Harmon to help 
him in the second and third. 
“We were [on stage all the 

time],” said Hutchinson. 
“We’d spell each other 
every once and awhile.” 

At times, Hutchinson 
would get thrown a curve on 
top of his already hectic 
schedule. When Frank Gor- 
shin couldn’t appear in a 
Riddler episode, Maurice 
Evans stepped in as the Puz¬ 
zler. With only a few hours 
of preparation, Hutchinson 
had to improvise a look and 
settled on “a ’20s makeup, a 
Rudolph Valentino look.” 

The popularity of the se¬ 
ries made guest stars eager 
to do the show. Going 
against the usual actor’s 
vanity which makes them 
loathe being buried under 
elaborate makeups, they 

usually revelled in the affair. 
“They were all so eager to do 
the show, we could put any¬ 
thing on them and they loved 
it,” said Hutchinson. 

His Culver City makeup de¬ 
partment consisted of one room 
that was constructed on Stage 
15. Harmon, Hutchinson and 
hairdresser Cathy Blondell 
worked there, and most of the 
actors were made up there. 
Hutchinson remembered that he 
worked on West in the star’s 
personal bungalow on the lot. 

The crew would go out on 
location once a week. “We had 
a little room in what’s called a 
’honey wagon,’ which was a 
40- foot semi-trailer of dressing 
rooms,” said Hutchinson. “It 
was harder to work in that.” 
Only one of them would work 
inside with the hairdresser and 
the other would work outside, 
where lights and a mirror were 
rigged on the side of the trailer. 
Hutchinson would set up a card 
table and work on actors there. 
He liked it outside. “It was easi¬ 
er,” he said. “Daylight lighting 

By Bob Garcia 

In 1965, Bruce Hutchin¬ 
son had just finished his ap¬ 
prenticeship at 20th Century 
Fox’s makeup department. 
His boss, Ben Nye (THE 
FLY), was looking for 
someone to replace his son 
on BATMAN after Ben 
Nye, Jr. finished the pilot. 
He chose Hutchinson to take 
on the task of creating the 
comic book look-alikes 
week after week, throwing 
the new boy headfirst into 
one of the most ambitious 
makeup shows on the air. 

“I learned an awful lot 
those two years,” said 
Hutchinson. “In fact, I had 
the best time I ever had in 
the business working on that 
show. Some of the most incred¬ 
ible people came through then. 
I met more people in two years 
than I have in the thirty years 
since. It was just a great experi¬ 
ence.” 

The amount of work was 
staggering. There were at least 
ten contractually obligated 
speaking parts for each episode 
that had to be prepared: the two 
principal stars, their alter-egos. 
Commissioner Gordon (“He 

Working wonders with straight 
makeup, Hutchinson turns Julie 
Newmar Into Mlea Klutze for #63. 
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Touching up Otto Preminger as Mr. Frsaza In opisoda #53, "Green lea." 

is easier to work in than artifi¬ 
cial lighting. You'd get a truer 
color. You'd get a truer look.” 

Makeup for the principal 
stars was pretty easy, especially 
Adam West.44Adam had a real 
strong face, but he did not have 
a natural cleft,” said Hutchin¬ 
son. “We added a little cleft, by 
darkening part of the skin, and I 
also hollowed out his cheeks to 
give him a little cheekbone.” 
The hairdresser had to dye his 
hair to make it match the comic 
book hero’s because his own 
was too light. 

Burt Ward needed minimal 
face makeup because he was so 
young, but he was obsessive 
about his hair. “Burt was very 
particular about that,” said 
Hutchinson. 4>He had his own 
person cut his hair. We became 
responsible for making it 
work.” 

Hutchinson assigned Ward’s 
and stunt double Victor Paul's 
makeup to Harmon, who also 
did Yvonne Craig when she 
came on as Batgirl. Craig 
brought her own makeup. 44It 
was something called Indio col¬ 
or, a very strange color, very 
difficult to apply,” she said. “It 
is what Sophia Loren has used 

for years and years. Your skin 
shines through it. It almost 
looks alabaster. You look like 
you don’t have makeup on. Lee 
Harmon said 4I’m not putting 
this stuff on your face, it looks 
like duck shit.’” 

Affirmed Hutchinson, 44lt 
did, I have to agree with him. 
We went round and round on it, 
but Yvonne was cool. We end¬ 
ed up compromising. She used 
it. As long as it was pho- 
tographable, I didn’t care. 
Eventually, Lee and I both did 
her.” 

Week after week, Nye and 
Hutchinson were required to 
develop new makeups for the 
guest villains. Hutchinson had 
to work out the details once the 
look was decided upon. In some 
cases that required several 
changes, such as those that had 
to be done for Cesar Romero’s 
Joker, especially trying to get 
his wig to photograph green. 
“Those wigs were custom- 
made,” said Hutchinson. “The 
hair was dyed before the wig 
was ever made. In person, it 
looked like an emerald green, 
but the way it photographed 
was much lighter, you couldn’t 
get a green cast to it.” 

(“The Cat’s Meow” & “The 
Bats Kow Tow"), Ross was told 
to write a straight plot done 
deadly serious. He did, and it 
was such a successful script, 
that Orgel bowed out, and Ross 
soloed for the rest of his tenure. 

Ross remembered that while 
Bill Dozier saw every script, his 
comments were usually minor. 
“He was a great noninterven¬ 
tionist," said Ross. “I once 
handed him a script and asked 
him if he wanted a second draft. 
‘Naw,’ he said, ‘I already did it 
for you.’ ‘You did it for me?’ I 
cried. 4Yes, there were only a 
few typos and I fixed them. I'll 
pay you for a second draft.’ 
That’s the type of guy Dozier 
was.” 

When the show was renewed 
for a second season, Dozier had 
the idea he should renegotiate 
his contract as i.arrator. “Bill 
called me, as it was in my area 
of responsibilities,” said D’An¬ 
gelo, “and suggested that the 
narrator should have a raise. 
Howie [Horowitz] and I con¬ 
sulted and we decided that the 
narrator had only done thirteen 
episodes. Why should he have a 
raise? So we gave him our rec¬ 
ommendation, ‘No.’” Laugh¬ 
ing, D'Angelo concluded, “But 
somehow Bitl prevailed.” 

While the heroes were very 
popular, so were the guest vil¬ 
lains. The show was able to 
draw from a wide range of film 
stars. “It was easy to get the 
special guest villains and spe¬ 
cial guest villainesses, which is 
what we called them,” said 
Dozier. “They all recognized 
that it was a very different thing 
for them to do. It was a show 
that was very popular and they 
would have a big audience, and 
no actor can turn that down. 

“Otto Preminger hadn’t 
worked as an actor since 
WATCH ON THE RHINE in 
New York,” continued Dozier. 
“He called me one day from 
New York and said, ‘Bill! I 
must do BATMAN. 1 can’t go 
home. My kids won’t let me 
come home if I don’t.’ So 1 said, 
‘Otto, you come on out and 
we’ll do one.’ So he did, [I] 
paid him $2500, the same as 
everybody else, and that was 
that. 

“Getting these special vil¬ 
lains and villainesses was great 
fun, and watching them do the 
show was fun,” said Dozier. 

Joan Collins as Siren teams up 
with Frank Gorshln as the Rlddler 
In “Ring Around the Riddle," #96. 

(Joan Collins) for assistance. Batgirl 
comes to the rescue but is tossed in a 
steam room. Garshin's enjoyably 
goo (ball Riddler returns after John 
Astin's low-key portrayal (#79/80), 
but too much stuff is jammed into a 
liny timeslot. 

"[Boxer] Jerry Quarry was in his 
bathrobe," recalled Yvonne Craig, of 
an event between takes. "I asked him 
if he was a heavyweight, because I 
hadn't seen him box. He said, *Yes,‘ 
and I said,'You don't look big 
enough.' He said, ‘When I take off 
my bathrobe I look bigger.' I walked 
away and decided not to pursue it." 

BatBits: The Riddler s real name. 
Edward Nigma. was never used in 
the TV series. 

#97 The Wail of 
the Siren _*** 

W2&67. W nllro h> SiulIn Ralph Kuu. Dtmird 
b> (*or*t Wijatarr 

With Commissioner Gordon 
under her spell. Siren initiates a plan 
to discover Batman's secret identity. 
Siren hypnotizes Bruce Wayne to 
turn over all the Wayne family 
jewels and cash and orders him to 
jump off the top of a tall building. 
Siren seemingly gets a promotion 
from supporting villainy (#^6), 
though this episode was actually 
written and filmed first. The solo 
stint offers Joan Collins a bit more 
opportunity for character 
development. Stren/Circe/Lorelei is 
powerful hut only modestly 
ambitious in her villainy. 

" When they told me they had 
Joan Collins/* noted scripter Stanley 
Ralph Ross, "they said create a 
character for her, 1 thought Siren was 
perfect for Joan. She was married to 
a guy that I later went into 
partnership with, Anthony Newlcy. I 
wrote a musical with him/' 

BatBits; "It was Adam's birthday 
[9/19)/* recalled Bruce Hutchinson. 
"I went into his dressing room to 
make him up and he handed me a 
beautifully wrapped present. He said. 

Collins as SI ren/Circe Lorelei In 
#97, another original villain, whose 

voice puts men under a spell. 
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it’s my birthday and I want to give 
you a present.’ It was a beautiful 
bathrobe from I Magnin that he had 
purchased himself. It was the nicest 
thing an actor has ever done for me. 
That's the kind of man he was. I was 
always very fond of him for those 
kinds of reasons. He did a lot of 
things for a lot of people." 

Ethel Merman as Lola Lasagne 
teams up with Burgess Meredith 
In “The Sport ot Penguins," #98. 

#98 The Sport of Penguins 
#99 A Horse of 

Another Color ★ 1/2 
10 5 47* 10 1167 VN rillrn by t Turin HnfTmin 
[Mrrctnl by Sam Slninjjit 

Lola Lasagne (Ethel Merman) 
links up with Penguin in hopes of 
fixing a horse race. Batman, Robin 
and Batgirl try to break up the 
potential horse-nappers, but Penguin 
diverts the Gotham Guardians by 
gluing the Batmobile in place and 
our heroes to their seats. The 
Penguin's linkup with Lola Lasagne 
seems beneath his more typical 
dramatic shenanigans, an example of 
a scriptwriter's poor understanding 
of the villain, as well as the third 
season's budgetary constraints. Less 
money meant simpler sets and 
special effects and resulted in 
simpler plotting. 

Bat Bits: Although not used in the 
TV series. Penguin's real name was 
Oswald Chesterfield Cobblepot, first 
revealed in the Sunday, February 17, 
1946 Batman and Robin newspaper 
strip, written by Alvin Schwartz. 

#100 The Unkindest 
Tut of All ** 
Wrillrn bt SUalrt Ralph Rna*. Ilinvlrd 

by Him Sirups. 

The Nabob of (he Nile returns lo 
Tut-ne&s after being hit on the head 
by a brick during a love-in. Tut 
phones Bruce Wayne and accuses 
him of being Batman, leading 
Wayne to appear in public with the 
Caped Crusader, Batgirl and Batman 
foil Tut’s plot to pilfer a priceless 

Comedienne Patti Gilbert konks 
Yvonne Craig with a vase In #100, 

MThe Unkindest Tut of Alt" t 

Charles FitzSimons 
remembered that the 
problem with the hair 
color was particularly ir¬ 
ritating late in the third 
season when the show 
featured the rock group, 
Johnny Green and his 
Green Men as guest stars. 
The rockers, who did 
themselves entirely in 
green, using food color¬ 
ing, including their hair, 
photographed greener 
than the Joker’s expen¬ 
sive custom-made wig 

But that wasn’t the 
only problem to be 
solved with Romero. 
“We didn’t do much test¬ 
ing, but we did do a test 
with the white makeup 
we did on his face,” 
Hutchinson said. “And 
actually the white was 
too white. So the lab cre¬ 
ated a color that was 
more like a gray, a 
pumice color that pho¬ 
tographed white. At the 
time they were using dif¬ 
ferent film processing 
and different kinds of 
film than they do today. 
The film required much 
more makeup in those 
days and much more 
lighting” 

The show was lit by 
long-time cinematogra¬ 
pher Howard Schwartz. 
“Howie was very help¬ 
ful," said Hutchinson. “I 
was very new. He helped 
me a great deal. He’d 
been around for quite a 
number of years and he and his 
lighting man Bill Neff were 
very good to us. There were a 
lot of times when the lace on 
Cesar Romero’s wig would 
show, because it was not made 
of white lace, it was made of 
flesh-colored lace, and you'd 
see a rim of flesh tone around 
his hairline. I would try to dust 
it out with talcum powder. A lot 
of times we would have to go to 
Howie and say, ‘We’re in trou¬ 
ble. We need your help.’ And 
he would scrim it out or defuse 
it out so you wouldn’t see it." 

The most elaborate makeups 
were those of Mr. Freeze, 
Egghead, Penguin and the Jok¬ 
er. The list would have included 
King Tut, but for one thing. 
“The first time we made him up 
they wanted this exotic Egypt¬ 

with what we were do- 
■ _ ** mg. 

Cliff Robertson did 
his own makeup as 
Shame. “Cliff had his 
own ideas," said 
Hutchinson. “He wanted 
to be very dark and very 
leathery-looking. So I 
just let him go. I’d put on 
the basic stuff and he did 
the rest himself. A lot of 
makeup men get upset if 
the actor wants to do his 
own makeup. But if it 
works for the character, I 
don’t object.” 

Julie Newmar as Cat- 
woman had almost com¬ 
plete control of her own 
makeup once she con¬ 
vinced Hutchinson she 
knew what was best. On 
the first day after she was 
outfitted with her fall and 
her costume, she showed 
him what she wanted to 
do and he thought her 
look was marvelous. 

However, when Cat- 
woman had to change 
identities on the show, 
Hutchinson stepped in. 
“Julie did one part as 
Catwoman where she 
disguised herself as an 
old lady, then in an in¬ 
stant she turned around 
and photographically be¬ 
came Catwoman again,” 
he said. “That was a very 
tough makeup, because 
we had no time for appli¬ 
ances and no time for 
prosthetics. It all had to 
be done on her. Time 

was a major factor. We created 
the old lady look with just high¬ 
lights, shadows, and makeup on 
her face. She had a wig and a 
hat. She was supposed to pull 
the wig off and an instant later 
was Catwoman again, fully 
made up." 

After BATMAN, Hutchinson 
worked at Fox on the PLANET 
OF THE APES movies, STAR 
and HELLO DOLLY, before 
moving over to Paramount on 
such sitcoms as LOVE AMER¬ 
ICAN STYLE, HAPPY DAYS, 
LAVERGNE AND SHIRLEY, 
and for the last ten years on 
CHEERS. “Sitcoms afforded 
me a much nicer way of life,” 
he said. “I had a life. It was 
very beneficial for raising 
children. That’s important to 
me." □ 

f f The best time I ever 
had in the business 
was on that show. I 
met more people in 

two years than in the 
thirty years since. 5J 

—Bruce Hutchinson, Makeup— 

Noted makeup man Hutchinson, “Adam West 
had a real strong face, but he didn’t have a 

natural cleft. We added that by darkening It" 

ian looking makeup on him,” 
said Hutchinson. “Well, we did 
the makeup. Everyone looked 
in the mirror and fell on the 
floor. He looked like an old 
opera diva, an old fat man in 
drag. He said ‘No, no. This 
won’t do.’ So we just washed 
his face and put this little chin 
piece on and the costuming, and 
he sold it.” 

Otto Preminger’s Mr. Freeze 
featured full blue face makeup 
and special eyebrows. “(Pre¬ 
minger] wanted bright red 
downy looking eyebrows on 
the character which they ap¬ 
proved of,” said Hutchinson. 
“Otto Preminger was very 
good, a very nice man. As an 
actor, he couldn’t have been 
more gracious. He was very co¬ 
operative and very enthused 

50 



Putting together the Penguin's giant umbrella In front of 20th Century-Fox's executive offices to prepare for 
the filming of episode #3. “Fine Feathered Finks," one of many challenges for art director Serge Krlzman. 

“And it shows in their perfor¬ 
mances.” 

Casting director Michael 
McLean, who sometimes cast 
villains front a short list ap¬ 
proved by Dozier, noted it was 
unusual for stars to do TV those 
days. “It was difficult to attract 
people with motion picture ca¬ 
reers. The show was amazing. 
Everybody wanted to do it. I 
got calls which, when I first 
started, I thought were gags. 
Mickey Rudin would call on 
behalf of Frank Sinatra, and I 
would say, ‘Yeah, who is this, 
really?’ 

“It was the ‘in’ thing at the 
time, and everyone wanted to 
be a part of it, which is why we 
invented the Bat-climbs,” said 
McLean. “There was no way 
we could use them all." The 
Bat-climbs were those little seg¬ 
ments of the show where a 
guest star would poke his head 
out of the window while Bat¬ 
man and Robin were climbing 
the wall. They were added at 
the end of the first season, and 
Sammy Davis Jr., Henny 
Youngman, Jerry Lewis, and 
many others went in for such a 
gag- 

fter the first season 
ended, the production 
only stopped for a 
short time, before 
plunging into the fea¬ 
ture film: BATMAN 

THE MOVIE. Leslie Martinson 
who had directed two Penguin 
episodes (“The Penguin Goes 
Straight" & “Not Yet, He 
Ain’t”) in the first season di¬ 
rected the movie. A month after 
the filming of the movie ended, 
the cast and crew were back for 
the second season. 

“We went down to a 44- 
share from a 60-share opening 
night,” said William D’Angelo. 
“(Fox’s) Len Goldenson called 
Bill Dozier and told him we 
should all be fired. With a 44 
share! He wanted Howie fired 
and everyone around him. but 
Dozier stood his ground, and 
said, ‘Don’t be silly.’ 

“They tried to take control, 
but Bill and I were pretty good 
fighters. We just went on and 
did the show.” However, the 
drop in ratings and the pressure 
from the studio prompted Dozi¬ 
er to plan for the introduction of 
Batgirl. 

The schedule was always 
rushed, but late in the season 
the production was three weeks 
behind. “One week, we were lit- 

Stuntman Huble Kern* enters a huge plexiglass hourglass prop to film #45. a 
dangerous stunt when the cable securing the prop broke and It rolled away. 

colic cl ion of ancient Egyptian 
scrolls. The third season’s smaller 
budgets are obvious here, as Tut is 
reduced to working out of a tent that 
is bigger on the inside than the 
outside. 

BatBits: According to publicity, 
comedienne Patti Gilbert asTut’s 
moll ended up konking Yvonne 
Craig on the head three times in 
order to get a good take for the bit 
with the break-away vase. 

#101 Louie, 
the Lilac 1/2 

10 24 47. Wrillrn by I Hughe Tit lor. [Mrrctrd ht 
(rnrfr Wa^irr, 

Louie plots to control the minds 
of Gotham's flower children. Robin 
is subdued after sniffing Louie's alba 
vulgaria-poison lilac and Batman is 
put away by a vase to the face. The 
Caped Crimefighters are then left in 
Louie's Hot House to be devoured 
by a giant Brazilian man-eating lilac. 
A showcase for the series’ fantastic 
use of color. With hippies, flower 
children and pop music, this is a time 
capsule of the period. Milton Berlc 
plays Louie, a perfect touch. 

Vvonne Craig as Batgirl rides to 
the rescue In #101, seen through 
the windshield of her Batcycle. 

Hat Hits: At the end of this 
episode, lyrics accompany Batgirl’s 
typically instrumental theme. 

#102 TheOggand I 
#103 How to Hatch a 

Dinosaur ** 
11/2/47, 11/4/47. Writtn by Stmatuni Sbrnnin. 
EMraritd by I Hear Rudolph. 

Egghead joins with Olga, Queen 
of the Bcssarovian Cossacks to 
kidnap Commissioner Gordon. The 
ransom: a I0e tax on every egg 
consumed in Gotham, Olga plans to 
marry Balman. Batgirl arrives to 
save the day, hut the crimefighters 
are blinded by tear gas. Egghead 
seems to work better on his own 
rather than as Olga's second banana 
and does not seem as dangerous as 
before. Anne Baxter as Olga is not of 
supervillain status and their plans are 
more silly than outrageous, reaching 
too far for camp. 

Vincent Price was Yvonne 
Craig's favorite series guest. "Any 
day that I worked with Vincent Price 
was especially wonderful,” she 
recalled. *'He wax bright and witty 
and erudite, i always looked forward 
to the day he was to be in.” 

BatBits: The Ncosaurus 
creature in #103 was also used in 
an episode of LOST IN SPACE. 
Since Twentieth Century Fox 
was involved with both 
productions, many of the sound 
effects heard on Batman arc the 
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THE ORIGIN OF EGGHEAD 
Vincent Price on his TV villainy, eggstraordinaire. 

By Bob Garcia 
The intellectual evil-doer known 

as Egghead, played by Vincent Price, 
never appeared in the Batman comic 
books. A similar villain named The 
Brain appeared in the comics in I960, 
but lacked the characteristics that 
made Egghead unique. While most of 
the other villains adopted their identi¬ 
ties as an affectation, this tall dapper 
gentlemen had a cranium to match his 
name. 

Egghead was the creation of Ed 
Self, the son of the Fox executive in 
charge of production. Bill Self. Ed 
Self, who would later win an Emmy 
for the teleplay THE INCIDENT, 
was trying to get into the Writers 
Guild at the time, and wrote a story 
for BATMAN, handed over to Stan¬ 
ley Ralph Ross. 

“My job was to make the story 
work, which was not that easy,” said 
Ross. “It wound up being almost 
nothing of what Eddie had written, 
but at least it got him into the Guild.” 
Eventually, Ross came up with a per¬ 
fect comedic hook for the villain. “When I 
started to write Egghead, I looked up every 
word in the dictionary that started with ‘ex’ 
or ‘ecc’: Egg-centric, Egg-splosive...” 

Executive producer William Dozier 
asked Vincent Price to star as the illustrious 
villain, and he was egg-static. “They were 
shows that were very much on the tip of 
everyone’s tongue,” said Price. “Everybody 
wanted to be in them. I was delighted when 
they called and asked me to do it. The 
show’s villains were nasty, but funny.” 

When they told Price he would be work¬ 
ing with Edward Everett Horton as Chief 
Screaming Chicken, the deal was clinched. 
“One of the people I always wanted to work 
with all my life, was Edward Everett Hor¬ 
ton,” said Price. “I loved him. He was such 
a great actor. He was very old at that point 
in time, and very quiet, but very sweet with 
that wonderful funny face...I just loved 
working with him.” 

Art director Serge Krizman designed a 

Vincent and he was very pleased with 
our idea.” Kemp made three suits. 

The Egghead design included an 
oversized bald cap for Price to wear, 
created by makeup supervisor Bruce 
Hutchinson. “The first time we fin¬ 
ished for the day, we spent 20 min¬ 
utes to a half hour gently removing 
this bald cap, which was glued 
down,” recalled Hutchinson. “The 
next day, he came in and said ‘This is 
really boring. I hate this.’ He reached 
back and ripped the thing off his 
head. From that day forward, that was 
the only way he would take it off. He 
said it was like taking a band-aid off a 
little bit at a time. ‘You just have to 
rip it off.’ 

“They had to put a vent on the 
back of the makeup so I wouldn’t 
sweat," said Price. “I’d get there at 
seven a.m., because it took so long to 
get on. 1 had to wear that all day long, 
and in a television show, you work all 
day.” 

“Actually, we left a little bit of it 
unglued and the perspiration would 
drain out of the back of his neck,” 

said Hutchinson. “He wore a very high col¬ 
lar which was designed by wardrobe that 
kept the nape of the neck area pretty well 
concealed, so you couldn’t really see much 
of that.” 

After the makeup and costuming prob¬ 
lems were solved Price started to have a 
great time on the show. “I thought the BAT¬ 
MAN series was wonderful, so inventive 
and clever,” said Price. “There was such a 
sense of humor on the whole set. The pro¬ 
ducers really loved it. They had a huge hit 
on their hands. They paid great attention to 
it. It was produced like a real movie. They 
didn't skimp at all.” 

Price remembered that the shoot went 
well, due mostly to the director George 
Waggner. “He was very good...There was 
lots of action, and it’s always difficult to do 
action quickly. The camera can’t get it or 
[someone] wants to improve it.” 

During the episodes’ climactic battle, di¬ 
rector of photography Howie Schwartz en- 

Prtce as Egghead, one of the series’ original villains created 
by writer Stanley Ralph Ross, with Ann Baxter as Olga, 

Queen of the Bessovarlan Cossaks In #102 “The Ogg and I." 

lair where Egghead could hatch his 
schemes. “I had a marvelous time with Egg¬ 
head's headquarters with its seven-foot- 
long half-egg couch. It was almost contem¬ 
porary art,” said Krizman. Because the vil¬ 
lain was original to the show, there was no 
comic book reference to work from, and 
everything had to be created by the produc¬ 
tion staff, “The most marvelous thing was 
there was nothing to go on,” said Krizman 

“He was brilliant,” said Price of his art 
director. “His sets were marvelous and he 
too had a sense of humor. In my apartment 
all the furniture was hard-boiled eggs cut in 
half. The painting on the wall was bacon 
and eggs. For all the world it looked like the 
most modern picture you ever saw in your 
life. It was so inventive.” 

Costumer Jan Kemp also had to develop 
Egghead whole cloth. “It came to my mind 
to use this yolk-colored costume with white 
trim in silk, and make it much like a tuxe¬ 
do,” said Kemp. “We discussed this with 
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Th« most stylish of villains, Pries In Egghead's “headquarters, modern 
pop art decor designed by art director Serge Krlzman, costume by Jan Kemp. 

listed Price for a little comeup¬ 
pance for Burt Ward. “I don’t 
think the crew liked him very 
much,” said Price. “They found 
him very conceited. I think he 
announced he was the world’s 
greatest actor, and that’s pretty 
hard to get away with. When I 
had my battle with him, there 
were two eggs I was to throw at 
him. The crew came up and 
said: ‘Two dozen. Here’s our 
chance to get even with him.’ 1 
think I hit him with a dozen 
eggs. He had a very good sense 
of humor about it. A very nice 
guy” 

Price also proved himself to 
be a very nice guy, as Jan Kemp 
found out. “During the time we 
were working on this, his wife 
and my wife were both expect¬ 
ing,” said Kemp. “We became 
and remained very close 
friends. Sometime later, he was 
in New York doing a Broadway 
play. He sent me a clipping and 
attached was a note saying he 
felt he had been remarkably 
well taken care of, but never 
more so than by the costume de¬ 
partment, particularly Jan 
Kemp who he said was ‘My 

personal Pierre Cardin.’ 1 
thought that was a very nice 
compliment.” 

The show aired October 19th 
and 20th, 1966 and on Novem¬ 
ber 12th, The New Yorker re¬ 
viewed the show. Much to the 
crew’s delight, reviewer M. J. 
Arlen was complimentary: “It’s 
a zippy program—sure-footed, 
full of nifty gadgets and ridicu¬ 
lous costumes, and with a cou¬ 
ple of lines that could pass for 
wit on a foggy night. Vincent 
Price was Egghead, with a 
splendid high-rise head and 
wearing a beautiful white 
Tweedledum suit that Pierre 
Cardin ought to think about se¬ 
riously. Batman was Batman. 
One is grateful for small plea¬ 
sures.” 

Writer Stanley Ralph Ross 
was grateful that the maga¬ 
zine published such a favor¬ 
able review. “1 thought the 
sophisticated New Yorker 
was going to kick the shit out 
of us,” he said. But it seemed 
the magic appeal of BAT¬ 
MAN extended even into the 
hallowed halls of Manhat¬ 
tan’s elite. □ 

orally shooting three episodes, 
because we were so far behind 
on schedule,” said D'Angelo. 
“Adam was in the hospital five 
out of seven days. We did the 
entire shows without Adam. We 
just shot his double, Hubie 
Kerns." 

“It was only one episode, 
when Adam got sick," said 
Kerns. "They had me do the 
stuff in the costume, and 1 had 
to memorize dialogue. Dialogue 
was so tough for me to memo¬ 
rize. I would rather fall out of a 
twenty-story building. Every¬ 
thing would come out wonder¬ 
fully monotone. I would sweat 
and sweat, and Victor Paul 
[who stunted for Robin) would 
just laugh and laugh. I would 
get so mad at him. I never had 
any training. I didn't know what 
it was to read from another per¬ 
son’s line." When West got out 
of the hospital, they shot his 
closeups and looped the mas¬ 
ters. 

Lorenzo Semple only con¬ 
tributed a couple of episodes to 
the second and third seasons of 
the show. He was discouraged 
with the direction it took. “No¬ 
body knew what to do with that 
show,” said Semple. “It was too 
expensive to shoot. It got very 
sleazy. I thought it was pro¬ 
duced horribly and very quick¬ 
ly. They didn't know they had a 
big hit. 1 think it steadily deteri¬ 
orated, even the ones 1 worked 
on, because it sort of got wilder. 
They were straining harder. The 
great thing about the first few 
episodes is that they were amaz¬ 
ingly unforced. They just 
seemed natural. Then people 
started with really silly charac¬ 
ters. Some of the villains by the 
end of it were out to lunch." 

Others were not so disen¬ 
chanted. “It was the greatest 
show business experience of my 
life,” said scripter Stanley 
Ralph Ross. “We were such a 
close-knit family that some of 
us still stay in touch. I see peo¬ 
ple I knew from BATMAN all 
the time. They loved to put me 
on. 1 did a cameo in BATMAN 
as Ballpoint Baxter, the world's 
greatest forger with thick glass¬ 
es, a near-sighted forger (“The 
Penguin's Nest”). I kept hawk¬ 
ing [producer) Howie [Horo¬ 
witz). I wanted a part. He said 
‘Stanley, you’re a writer, leave 
me alone.’ 1 persisted, ‘C’mon, 
please, gimme a part. Please.’ 

same as Irwin Allen's science 
fiction adventure. 

The Neasaurus of #103 “How to 
Hatch a Dinosaur,” a refugee 
from Fox's LOST IN SPACE. 

#104 Surf's Up: Joker's 
UNDER! **** 

11 11/17, Written by t hirlo Hoffmmn. Ihrrclrd 
by ( hear H udidph, 

laker and his men shanghai surf 
champ Skip Parker from the Hang 
Five, a surfers' hangout. His beach 
bunny, Barbara Gordon, sees the 
Jokermobile driving away and 
phones the Commissioner Chief 
O’Hara and Commissioner Gordon, 
disguised as surfin’ dudes Buzzy and 
Duke, visit the Hang Five, joined by 
Batman and Robin. Joker uses his 
Surfing Experience and Ability 
Transferometer and Vigor Reverser 
to acquire Skip’s surfing abilities. 
Batman and Robin are poisoned and 
turned into human surfboards. 

The series' gradual trend away 
from camp to self parody erupts into 
an out-and-out parody of the show 
itself, which heretofore had been 
forbidden. The sets appear 
inexpensively designed with cheap 
props due to tighter budgets, actual); 
working to this episode's benefit. 

Bat Bits: Rumor: Frank Sinatra 
was upset because Cesar Romero 
beat him out for the role of the 
Joker 

Chief O'Hara and Comissloner 
Gorgon disguised as surfin' dudes 
Buzzy and Duke in episode #104. 

#105 The Londinium 
Larcenies 

#io6 The Foggiest Notion 
#107 The Bloody Tower ★★ 
11/2347. tl/3W7, lin/4. Story by 1ikmtt Altai. 
Trk-ptar by Ukin Altai and l lurln Hoffman 
I hrrclrd by tHr*r Kudulph 

l-ord Marmaduke Ffogg (Rudy 
Vallec) and l-ady Peneleope Peasoup 
(Glynnis Johns) steal a collection of 
snuffboxes from a Londinium 
museum Batman, Robin and 
Barbara Gordon travel by ship to 
Londinium, the Batmobile and 
Batcompuler secretly stowed away. 
The Gotham Guardians meet with 
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Ireland Yard Superintendent Watson 
to discuss the man-made fogs 
masking the thieves* escapes. Robin 
is taken on a tour of Ffogg's estate, 
supposedly a posh girl's finishing 
school, and learns the students 
receive shoplifting lessons. As 
Batman and Robin return to a 
country manor house dungeon- 
turned-Batcave, a deathly fog bomb 
attached to the Batmobile explodes. 
Ffogg is equipped with a memory 
erasing device, but a ridiculously 
convenient Recollection-Cycle 
Batreslorer quickly solves the 
problem, an example of the series’ 
overabundant Batgizmos. Budgetary 
problems adversely affected this trio 
of episodes, the overall mood 
suffering from too obvious sets. 

Recalled Yvonne Craig, who 

Robin, about to be captured by 
Lady Pea soup and lour girls from 

her finishing school in #105, 

played Ratgirl. “Rudy Vallee was 
w ithout a doubt one of the w orst 
people I’ve ever worked with, l had 
so looked forward to working with 
him. He'd been in the business for 
two hundred years. And he came on 
the set and he was an absolute churl. 
He was the meanest man, just awful. 
It was a three-parter; we thought 
we’d never get rid of him. His co¬ 
hort. Glytinis Johns, was just a 
dream," 

Bat Bits: In total, 32 writers 
received screen credits for working 
on the series. 

“You better leave the crime 
fighting to men/* 1 

—Batman to Barbara Gordon 
regarding Batgirl 

#ioh Catwoman’s Dressed 
_to Kiu._ ★* 
12-14.67. Written hi Sunki KaJph Ruvv iHrwtrd 
hi Smm Mrnneiv 

Catwoman bursts into a luncheon 
honoring Gotham's ten best-dressed 
women, setting off a Hair-Raising 
Bomb which destroys the others’ 
hair-dos. The Feline Fury ties Batgirl 
to a pattern cutting machine to keep 
Batnian busy while she steals the Golden 
Fleece, $1 million in woven gold. 

"We fell it was a very pro¬ 
vocative idea," recalled producer 
Charles Fit/Simons about executive 
producer Bill Dozier's selection of 
Eartha Kill as Catwoman. "She was 
a cal woman before we ever cast her 
as Catwoman. She had a cat-like 
style. Her eyes were cat-like and her 
singing was like a meow. This came 
as a wonderful off-beat idea to do it 
with a black woman." 

Noted Yvonne Craig, "I thought 
Eartha was perfect because she w as 

Eartha Kitt as Catwoman in #109. 
lounging between takes with her 

henchmen Manx and Angora. 

very catlike anyway, And I liked that 
she was niy size. I could heal her up. 
I come up to Julie [Newmar|’s 
belly button. Not good in a fight." 

But Kitt lacked Julie Newmar’s 
statuesque sexiness. The usual 
romance between Catwoman and 
Batman was missing in Kill’s 
episodes, in part, probably due to 
Kitt’s race. 

Director Sam Strangis goes for a 
number of his longer takes, including 
one in Catwoman’s lair that lasts a 
full minute. And not to be missed: 
Alfred’s bit as the oldest living 
hippie, 

BatBtts: Envisioning Catwoman 
as black was unique to the television 
series, an experiment that hasn’t 
been repeated. 

“You are a heartless, hairless man. 
1 am liking you more and more/' 

—Olga to Egghead 

#h» thk Ogg Couple * 1/2 
12/21'67. W rillrsi by SUnford Shrrmmn. Hirrrtrd 
by <Hrar Hudutph. 

Olga. Queen of the Bessarovian 
Cossacks I Anne Busier) again teams 
with Egghead to steal the Sword of 
Bulbul and the Egg of Ogg. Egghead 
plans to steal 500 pounds of 
condensed caviar (at $200 per 
ounce), stored at the Gotham City 
Bank. Batgirl gels Egghead to turn 
stool pigeon and lead her to Olga. 
Egghead declines from a strong 
second season villain to a whincy 
brat. Typical of third season; not 
serious enough for camp, not 
outlandish enough for satire. 

“I knew Anne for a long time," 
recalled Vincent Price. "I had done a 
couple of movies with her [THE 
EVE OF ST. M ARK MW). A 
ROYAL SCANDAL (l*M5i| I knew 
her very well, but she had retired 
from the movies and gone to live in 
Australia. She had a couple of babies 
when she lived in the Outback and 
had a terrible lime.” 

BatBits: Originally planned as a 
third installment for episodes 
#102/# 103. all were shot together 
over nine days. 

Ann Baxter as Olga and Vincent 
Price as Egghead with the Egg of 
Ogg in #109 "The Ogg Couple.” 

“No thank vou. I never use tobacco 

in any form.” —Bruce Wayne 

refuses Joker's cigar 

#i to The Funny Feline 
Felonies 

#m The Joke’s on 
Catwoman ★ 1/2 

11JK *7. | 4.M. Writes b> Stanlrt Kalph Rum. 
IMrrctrd I), Ihiar Rudolph.' 

Joker is paroled and immediately 
links up with Catwoman (Eartha 
Kitt). plotting to break into the 
Federal Depository. With help from 
Batgirl. the Dynamic Duo locate and 
subdue the villains. While querying 
Joker regarding his return to crime, 
they shake hands with the Grim 
Jester and are zapped by Joker's 
hu/zer which slowly numbs their 
senses. Goofy counrttnm scenes in 
#1)1 and Catwoman’s KittyCar is a 
bizarre, fun vehicle. Pierre Salinger, 
formerly JFK's press secretary and a 
senator from California played 
underworld lawyer Lucky Pierre, (he 
result of meeting Bill Do/.icr at a 
cocktail party. 

BatBits; Catwoman and Joker are 
among Batman's earliest comic book 
adversaries, initially appearing in 
Batman #1 (Spring 1940). and 
became the best-known and most 
frequently seen Batman antagonists. 

Kitt as Catwoman In #110, 
replacing Julie Newmar, who was 
oft filming MACKENNA'S GOLD. 

#112 Louie's Lethal 
Lilac Time_* 1/2 

I/ll 66, Written by I Sharks Hoffman tHrnird by 
Sam Struffi. 

Two of 1 curie's gang members 
kidnap Bruce Wayne and Dick 
Grayson for a million-dollar ransom, 
Batgirl is dumped into a vat which 
Louie orders filled w ith hot oil, Milton 
Berle reprises his stem interpretation 
of Louie in another Batman parody, 

“That was a difficult shoot,'* 
observed director Strangis. “We 
were out in Fox's Rancho Park and 
almost a thousand kids and adults 
came crowding around to see 
Batman and Uncle Millie. Millie is 
quite a ham. He went out and told 
jokes and signed autographs. We lost 
a day of shooting/' 

Baibits: The Instant Unfolding 
Batcostumes With Utility Belts (just 
add warm water) are unveiled, another in 
a dippy line of astonishingly 
convenient Batjunk developed 
by authors who write themselves into 
a hole. What was camp quickly 
became cliche because no mailer how 
frxithe situation, the Caped Crime- 
fighter never had to think 
too hard (just like the waiter) 

He said 'Alright.* He gave me a 
part where I had nothing to say. 
Not one line. He said ‘If you are 
really funny, you can get laughs 
without any lines/” 

Even though the set was fun. 
Ballpoint encountered a little 
difficulty with Robin off screen. 
"Ward was bitching because he 
didn't have enough to do," said 
Ross. “So, I wrote a script 
which gave him a lot to do. 
Then he bitched he had too 
much to do. Then I wrote him a 
script where he was kidnapped 
on page 10 and they found him 
again on page 55 of a 62-page 
script. I did it deliberately to 
leach him a lesson.” The two 
became good friends on the 
show, and Ross, who today has 
a license to perform marriages, 
eventually married Ward to his 
current wife. 

' oss, along with 
IJ \ Charles Hoffman 
p, v and Stanford Shcr- 
|| \ man, virtually took 
I l U writing control of 

the series in the mid¬ 
dle of the second season. 
Charles Hoffman, the story edi¬ 
tor responsible for rewrites, be¬ 
came its second most prolific 
scripter with a total of 22 
episodes including the final 
one. "He was fast as hell. He 
could do a rewrite overnight," 
D'Angelo remembered. “Char¬ 
lie would arrive in the morning 
and just sit in front of the type¬ 
writer. He didn’t do anything 
else. He was an old-fashioned 
writer. He wfas a shy fellow and 
very educated and articulate. In 
appearance, very square, you 
wouldn’t believe that kind of 
stuff would come out of his 
typewriter. He had a great sense 
of humor." 

The third writer in the tri¬ 
umvirate was Stanford Sher¬ 
man, a young man who once 
studied to be a rabbi. Sherman 
also wrote for THE MAN 
FROM U.N.C.L.E., a series that 
Ross also contributed to. Sher¬ 
man did 18 episodes of BAT¬ 
MAN, which included two 
threc-parlers, and eventually 
went on to write the Clint East- 
wood comedy, ANY WHICH 
WAY YOU CAN. In 1983, he 
did the screenplays for ICE PI¬ 
RATES and KRULL. These 
three writers were responsible 
for 45 out of the show’s final 56 
episodes. Only Semple was 



Making the 
Original movie 
The series' magic didn't 
travel to the big screen. 

By Bob Garcia 
Admittedly, the BATMAN 

feature film was an oddity. Usu¬ 
ally, a feature film spawns a 
television show, not the other 
way around. But this movie was 
planned by producers William 
Dozier and Charles FitzSimons 
from the very beginning of the 
television series. The outline 
was written by Lorenzo Semple 
before he ever came out to Hol¬ 
lywood, and before contracts 
were even signed. FitzSimons 
was a firm believer that it 
should have been filmed and re¬ 
leased while the first season 
was being shot, but Fox 
wouldn't give a go-ahead. 

There were several reasons 
that probably led Fox execu¬ 
tives to take this stand. As it 
was, during the first season, the 
production crew had way too 
many “Golden Hours’* or more- 
than-overtime hours (usually 

time-and-a-half pay). The show 
was always too late and too 
costly for studio executives to 
feel comfortable about okaying 
more time to shoot a feature 
film. 

Another reason was that 
Greenway started pushing to 
make the feature film before the 
series aired, and Fox wasn’t 
about to take a chance on com¬ 
mitting to a project that was 
solely their expense, without 
knowing whether the series was 
a success. A television show is 
partially funded by the network, 
and therefore much less a finan¬ 
cial risk. A full-length feature 
film was millions of dollars out 
of the studio's own pocket. Not 
only did they wait the two 
months before the first episode 
was broadcast, they waited until 
they were sure BATMAN’S 
success wasn't an overnight 
fluke. 

Finally, the outline was nev¬ 

The TV cast, with Las Merriwather raplacing an unavailable Julie Newmar 
as Catwoman, threaten dehydrated world leaders held captive for ransom. 

The poster for Fox's movie, made on 
the cheap during the hiatus first season, both a critical and boxofflce flop. 

er approved by studio head 
Dick Zanuck. “Dick Zanuck is a 
very, very bright man," said 
FitzSimons. "He was very ap¬ 
proachable, but he did have a 
responsibility as the head of the 
studio. That’s why he felt that 
our original shot at the feature 
story wasn’t good enough. He 
was very cooperative and very 
helpful, but he did feel that it 
was a venture that had to be 
made at a price [to the studio]. 
So, it had to have certain ele¬ 
ments that he felt would be sal¬ 
able on a theatrical basis." 

It wasn’t until director Leslie 
H. Martinson came on board to 
shoot first season’s “The Pen¬ 
guin Goes Straight’’ and “Not 
Yet, He Ain’t" that work was 
started again on the project. 
Martinson had directed PT 109 
and THE ATOMIC KID, the 
latter among features he called 
“eight-day specials.” Said 
Martinson, “I get coronaries 
when I watch them, and 1 think 
about what we were able to do 
[in so short a period]. I get 

them when I watch THE 
ATOMIC KID, 12 and a half 
days at Republic with all those 
special effects and Mickey 
Rooney.” 

FitzSimons and Martinson 
went over the rejected outline 
and made changes until it was 
okayed by Zanuck. Lorenzo 
Semple Jr. then wrote the script, 
finishing his first draft on 
March 28th. 

“Charles FitzSimons pro¬ 
duced the film,’’ said Martinson. 
“He was so organized, that we 
knew exactly where we were 
going the day we started. He 
was on the set every moment." 
The shooting schedule was 26 
days. 

The movie was produced un¬ 
der the aegis of Greenlawn Pro¬ 
ductions as opposed to Green¬ 
way. The contracts were rene¬ 
gotiated for all the stars to ap¬ 
pear in the film, and all the 
same crew members from the 
television show came on board: 
Serge Krizman, Bruce Hutchin¬ 
son, Patricia Barto, Jan Kemp, 
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since some lifesaving Batgizmo 
would be handy. 

Utilizing Instand Unfolding Bat 
Costume with Utility Balt—Just 
add water!—In episode #112. 

#113 Nora Clavicle 
and the Ladies1 
Crime Club 1/2 ★ 

I l&tft. WrtHit by Sumford Sbermmm. iHmrtcti 
by (bcir Rudolph. 

Mayor Linseed arrives at a 
testimonial banquet for 
Commissioner Gordon and. under 
pressure from his wife, promptly 
replaces Gordon with Nora Clavicle 
(Barbara Rush), a women's rights 
advocate. Clavicle dumps chief 
O'Hara, as well as Batman and turns 
the department into a womcn-only 
force. But Nora is up to no good as 
her girls later heist the Gotham City 
National Bank. Batman. Robin and 
Batgirl are tied into a Siamese 
human knot; the slightest move and 
they crush each other. Nora and her 
henchwomen unleash crates of 
explosive mechanical mice on 
Gotham. The lack of major villains 
(against whom Batman is at his best) 
make this episode close to 
unbearable. 

"We had a horrible time getting 
into it," said Yvonne Craig about the 
Siamese human knot, "because Burt 
is inflexible. They would say. get 
closer, get closer guys. We had to 
stay that way for rather a long time 
and he was complaining that it hurt. 1 
said, ‘It’s supposed to hurt.'11 

Bat Bits: The Ideal toy company 
released a Batgirl doll in 1%7. 

Tied Into a Siamese human knot in 
#113, “Nora Clavicle and the 

Ladles Crime Club," real torture. 

#114 PENGUIN'S 
Clean Sweep **1/2 

1 15 tit. Wrlitrm bj Stuford Sbrnnin. fHrrrtrd 

by C>K*r KiHMph 

The Penguin infects a bin of 
bucks at the LLS. Mint with Lygcrian 
Sleeping Sickness germs and 
destroys the only available vaccine 
(after inoculating himself and his 
gang). Citizens begin tossing their 
currency into the street and Penguin 

((Studio chief Dick 
Zanuck felt that our 
original shot at the 
feature story wasn’t 

good enough. It had to 
be made at a price.” 

—Producer Charles FitzSimons— 

The Batcopter was a standard Bell helicopter 
with prop wings and a Fox palntjob (above). The 
Batboat had a custom fiberglass top by Glastron. 

Hubie Kerns, Howie 
Schwartz, visual effects 
expert L.B. Abbott and 
Sam Strangis. 

“The sets were built 
for the feature separate¬ 
ly,” said art director Kriz- 
man. "They were a little 
bigger and a little more 
detailed.” Krizman had a 
colleague take over the 
weekly show, while he 
prepared the movie. "We 
had four or six weeks 
pre-production time, 
which isn’t very much," 
said Krizman. We had to 
augment our crew, be¬ 
cause the sets for the fea¬ 
ture were being built at 
the same time we were 
working on the show. It 
was a different crew.” 

Because of the extent 
of the special effects and 
stunt work, there were 
two units working con¬ 
currently. "I had a great 
second unit director who 
was a great help,” said 
Martinson. “He had six 
or seven days to shoot the 
backgrounds for the rear 
projection scenes and 
other stuff. Ray Kellogg 
was a real find. A real 
old-timer who knew what 
he was doing.” Accord¬ 
ing to FitzSimons, the 
second unit worked for 
only one week of the 
four-week shoot. 

Director of photography 
Howie Schwartz was 
Martinson’s operator on 
33 episodes of THE 
HONEYMOONERS. 
Schwartz spent two weeks 
with Martinson in preparation 
before shooting began. With the 
crew in place, they started film¬ 
ing, reputedly one week after 
the first season was over. 

The crowds at the Santa Bar¬ 
bara location were so heavy at 
one point that filming had to be 
stopped. A local radio station 
reported that the movie was 
shooting at the pier and reputed¬ 
ly, 30,000 people showed up. 
The producers were forced to 
try a ploy to start work again. 

“It was Easter vacation and 
the kids just flocked to the 
pier,” said stuntman Hubie 
Kerns. “The production crew 
got so scared for Adam and 
Burt, that they put Victor Paul 
and me in a taxicab at the pier 

and they had us take off with the 
uniforms on. ‘There goes Bat¬ 
man and Robin,’ shouted the 
crowd and they just piled on. 

“We finally got off the pier 
and down the highway, and I 
looked back. It looked like the 
Pied Piper. The kids thought 
Batman and Robin were gone 
and went home. Then, we went 
back and continued shooting the 
picture.” 

Martinson was pleased to be 
working with Frank Gorshin as 
the Riddler. “I started Frank 
Gorshin in show business” said 
Martinson. ”He had never been 
inside a sound stage, and in an 
‘eight-day special* 1 did called 
HOT ROD GIRL, he walked in 
and read. When I said l*d like to 
use Gorshin as the second lead, 
the producer said ‘Leslie, this is 

a budget picture. It's 
eight days. What if he 
freezes up?’ I said, *He 
won’t. He’s going to be 
someone in this industry 
someday. He’s a great 
talent.’” 

"Krizman designed a 
submarine for the Pen¬ 
guin and sent it over to 
the miniature department 
at Fox for construction as 
a six-foot model. (Pro¬ 
ducer FitzSimons re¬ 
membered that he made 
one contribution to the 
craft’s design. “I added 
the penguin feet as pro¬ 
pellers,” he chuckled.) 

Abbott did all the un¬ 
derwater cinematography 
(his specialty) and turned 
in a beautiful sequence of 
shots filming the model 
in Fox’s 40-foot-deep 
tank used for VOYAGE 
TO THE BOTTOM OF 
THE SEA. “Bill Abbott 
was a genius,” said Mar¬ 
tinson admiringly. 

The miniature 
matched the full-size sub 
Krizman “found” for the 
shoot “I knew we didn’t 
have the budget to build 
it” said Krizman. “I 
found the basic hull left 
over from a Sinatra fea¬ 
ture, and added the Pen¬ 
guin tower with the fig¬ 
ure in front of it. Then we 
built a miniature that 
matched.” 

The movie features 
one of the worst fight 
scenes in Batman’s histo¬ 

ry. The villains are constantly 
knocked into the camera by 
Wayne, and it is easily seen that 
they are stunt performers. If 
someone thought this was fun¬ 
ny, they were terribly wrong. 
This rarely happened on the 
television show, and the prob¬ 
lem is compounded ten-fold by 
the fact that for some reason the 
optical sound effects of the TV 
show were dropped, thereby 
breaking one of the show’s car¬ 
dinal rules described by Howard 
Schwartz in American Cine¬ 
matographer. 

“There are, of course, a great 
many fights in BATMAN, both 
on TV and in the feature,” he 
wrote. “However, we have to 
make provision for later super- 
imposure of words like ‘Zap,* 
‘Pow’ and ‘Wham’ that have 
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become a recognized fea¬ 
ture of Batman fights. 
One thing we try to do 
where possible is to stage 
the fights in a situation 
which can be played low- 
key. In this way we can 
bring the doubles practi¬ 
cally right up into the 
camera.” 

The fight sequences 
were staged by Martin¬ 
son, Kerns and Schwartz 
to accommodate the tight 
shooting schedule, and 
cut down on the lighting 
time between setups. 
Here Martinson's experi¬ 
ence as a director of 
"eight-day specials” 
came into play. He staged 
the action so that 
Schwartz didn’t have to 
change the lighting se¬ 
tups between scenes. 
Martinson allowed the 
camera unit to simply 
move the camera in or 
out, using the same light¬ 
ing with the addition of 
maybe only one or two 
additional units, or hot 
spots whenever it was 
necessary. 

Hubie Kerns remembered 
that Martinson asked his advice 
on how to film his diving stunt 
as Batman, leaping into the wa¬ 
ter off Santa Barbara pier. Re¬ 
called Kerns, "He came up to 
me and asked: ‘Where should I 
place the camera.’ I felt real 
good. *Les, if you put the cam¬ 
era way on top, and I jump 
away from the camera, it’ll look 
higher. But of course, if you put 
the platform up there, it’ll cost 
you too darn much money, so 
what you want to do is put the 
camera down below, by the 
boat, and have me dive into the 
lens of the camera. 

“I told him two good places 
to place the camera." continued 
Kerns. “I see the shot, and he 
puts the camera in the middle, 
and follows me down into the 
water. What that does is cut the 
dive in half. Either of the other 
places would have been ten 
times better. It took away from 
the stunt itself.” 

When Batman tries to dis¬ 
pose of the Penguin’s bomb, 
the result is the longest drawn- 
out joke in the movie that goes 
on far too long. “If the bomb 
sequence was too long you can 
blame it on me," said director 

Frank Garshin as the Riddler, striking a 
warning pose to his fellow criminals in their 
uneasy alliance against Batman and Robin. 

Martinson. “In the original 
script, the only thing that real¬ 
ly stopped him from throwing 
that bomb was the Salvation 
Army band. It’s a great punch 
line: ’Some days you just can’t 
get rid of a bomb,’ (but the 
way it was written! it just 
didn’t work. I added the scuba- 
diver, the ducklings, the row¬ 
boat with the loving couple, 
the pier, and the rest. It’s the 
sequence that I’m the most 
proud of. because I improvised 
that. It gets a great reaction 
from the audience." 

Shots of the dynamic duo 
running through Gotham City 
were filmed in downtown L.A., 
with stuntman Hubie Kerns and 
Victor Paul trying to raise a 
ruckus with real crowds. "They 
had a hidden camera in a panel 
truck,’’ said Paul. “We were 
supposed to be Batman and 
Robin running through down¬ 
town Gotham City. We ran 
through the May Company De¬ 
partment Store, yelling and try¬ 
ing to attract attention. We ran 
in the middle of the street, 
yelling like a couple of idiots 
trying to get people to say, 
’There’s Batman and Robin.’ 
They looked at us like we 

belonged there. We 
didn’t believe it. We 
couldn't get anyone to 
say anything. 

“Hubie used to be a 
track star and has legs 
twice as long as mine," 
he continued. “I’m five- 
nine and he's six-two. 
We ran about six blocks, 
and the camera is shoot¬ 
ing us as we're dodging 
past people, through cars, 
jumping out in front of 
cars, trying everything to 
steal the shot, and no¬ 
body paid any attention 
to us. Hubie ran my legs 
off, and he laughed about 
it." 

The climactic battle 
scene was shot on the 
lake at Fox Ranch. “It 
was about 360 feet wide 
by 400 feet long with a 
backing like a horizon," 
said Ivan Martin, con¬ 
struction manager for 
Fox. “The [full-size] sub¬ 
marine was brought in 
pieces and set up in the 
lake." 

The actors and stunt¬ 
men wore wet suits under 

their costumes. “We had a se¬ 
quence where they were all du¬ 
eling on top of the sub," said 
Martinson, "It was pretty well- 
rehearsed. Hubie Kerns was a 
great stunt coordinator. Some of 
them fell off into the lake in the 
course of the dueling. I called 
’Cut' and one of the stuntmen 
called out, ‘Hey, where’s 
Acey!’ He wasn’t around, and 
they all dove in. They pulled 
him out. He apparently slipped 
and cracked his head open. It 
looked like he was gone. He 
was rushed to the hospital." 

Remembered Kerns, “That 
water is two and a half feet 
deep. If you're going to go in 30 
inches of water and there’s a ce¬ 
ment base, you go in flat. 
You're not going to dive in. 
Now, Acey [Hudson] for some 
reason, and none of us know 
why, forgot the water was shal¬ 
low. He dove in like it was a 
plunge, head first. He hurt his 
neck. He went to the hospital, 
but he was all right." 

Recalled Paul, “He had a 
few stitches in the top of his 
head. Then his replacement, an¬ 
other kid. put on the outfit, did 
the same goddamned thing five 
minutes later. Then we all had 

more influential. 
Ratings sagged second sea¬ 

son. Dozier’s solution was to 
add Barbara Gordon as Batgirl 
to the mix to appeal to teenage 
girls and men over 40. But ABC 
cut the show’s time slot to once 
a week, and only a half hour. 
The result was disastrous. 

“When the show got cut to 
just half hour episodes, and 
they added Batgirl, it became 
extremely difficult to write," 
remembered Ross. “In every 
show you had to have Bruce 
and Batman. Robin and Dick, 
Commissioner Gordon. O'Hara 
and you had to have Barbara 
and Batgirl. Now. you had to 
introduce eight characters be¬ 
fore you even got to the villain. 
The villain always had two as¬ 
sistants and that made 11 con¬ 
tractually obligated speaking 
parts before you got to plot. 
And the whole thing had to be 
done in twenty four minutes 
and twenty seconds." 

It was felt audiences wouldn't 
remember cliffhanger endings 
from week to week. Only a few 
shows were two or three parters. 
The quality of the shows de¬ 
clined. 

Instead of a seven-day shoot¬ 
ing schedule, Greenway only 
had a five-day week, finishing 
an episode every three days. 
The tensions on the set were 
fewer. The two stars had seem¬ 
ingly called off their feud and 
had settled into their own rou¬ 
tines. Yvonne Craig said, “I 

Holy JAWS! Shooting the movie 
rear screen In 1966, long before 

anyone heard of Steven Spielberg. 
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Vacuuming Gotham City streets of 
the Penguin's radioactive cash In 
#114, "Penguin’s Clean Sweep." 

promptly vacuums up the cash-laden 
boulevards. Penguin is rich, but 
cannot do anything with his ill- 
gotten gains. Penguin helps a modest 
story in material reminiscent of the 
first or second season, a change of 
pace (back to camp) during a season 
of parody. 

“I became extremely frustrated 
and unhappy, and wanted out,” said 
Adam West in a 19X7 Storing 
interview. “There was nothing I 
could do to convince the producers 
or the studio to make improvements. 
I was just a hired hand. Eventually 1 
lost all interest because I felt the 
series was being neglected. They 
weren't spending the money they 
should have and we weren't getting 
the scripts we deserved. I didn't want 
any part of that kind of situation. But 
I still hated to leave the character 
because Batman had been good to 
me, 

Hal Hits: This episode's in-joke 
was to cast John Beradino as a 
doctor. At the time, Beradino had 
portrayed Dr. Steve Hardy on 
General Hospital for five 
years. 

#115 The Great Escape 
#i 16 The Great Train 

Robbery a# 1/2 
Ll/M, 2 * Wt. WHIM bj Siaalrt 
Ralph Rou. Directed h> (Hear Rudolph. 

Shame escapes from jail with the 
help of his girl friend Calamity Jan, 
her mother. Frontier Fanny and a 
Sherman tank, planning to steal a 
diamond and some cash from the 
Gotham City Opera House. Batman. 
Robin and Batgirl are sprayed with 
fear gas. Shame taking a fraidy- 
Batgirl with him to his stable. Cliff 
Robertson reprised his role as 
Shame, one of Batman's weaker 
villains, but an improvement over 
#59/60. Barry Dennen as Fernando 
Ricardo Enrique Dominquez, or 
Fred, a Mexican character with a 
British accent, is hilarious. 

Batgirl with Clift Robertson as 
Shame and Dina Merrill as 

Calamity Jan In episode #114. 

celt was a wonderful 
experience. Adam 

West and I had mutual 
respect. We never 

had any temperament. 
Adam tops my list.5 5 

—Director Leslie Martinson— 

Cesar Romero as the Clown Prince of Crime. 

(o go into the water. Acey’s 
still around so it couldn’t 
have killed him. He re¬ 
tired from the business, 
but not because of that.” 

Martinson used three 
cameras for the sequence. 
Two were on rafts, and 
one on a crane. “You 
need a crane to really get 
down to water level, and 
stay on the backing,” ex¬ 
plained Martinson. After 
the final shot was in the 
can, as a joke, the crew 
cut loose the raft that 
Martinson was on. “Yes, 
as I recall they cut me 
away. ‘Thanks, Les. It’s 
been fun.’ In three feet of 
water I could have 
walked home." 

Martinson looks back 
on the work fondly. “It 
was a wonderful, won¬ 
derful experience,” he 
said. “Adam and I had a 
close relationship. We 
had a mutual respect for 
each other. We never had 
any temperament. I’ve 
worked with so many 
stars and Adam’s right up 
there at the top of my list 
of favorites." 

With a tightly main¬ 
tained schedule and a di¬ 
rector who knew myri¬ 
ad time-saving tricks, 
the movie came in on 
time and on budget. “It 
cost about one and a 
quarter million dollars to 
make,” said producer 
Charles FilzSimons, who ex¬ 
pressed his reservations about 
the project. “I felt the movie 
was too late, and I felt that it 
wasn’t sold properly. It should 
have been a blockbuster.” 

Scriptwriter Semple pointed 
out that people didn’t know it 
was a full-length feature film. 
At that time, other television 
shows like the MAN 
FROM U.NC.L.E. were piecing 
together three episodes and re¬ 
leasing the compilations as a 
movie. Fox did nothing in its 
promotion to differentiate this 
film from those compilations. 
This misconception survives to 
this day. In the Film Encyclope¬ 
dia under Burgess Meredith’s 
entry, the movie is listed as be¬ 
ing “compiled from TV epi¬ 
sodes.” 

But the movie could have 
survived bad promotion and 

limited distribution, had it been 
any good. It was a bad movie, 
and even today, film and video 
guides pan it: “You loved it as a 
comic, you loved it as two 15- 
chapter serials from Columbia, 
you loved it as a camped-up TV 
series—now hate it as a fea¬ 
ture...” (John Stanley in Re¬ 
venge of the Creature Features 
Movie Guide). “Really misses 
the mark; the campy humor 
worked better in the TV se¬ 
ries...” (Leonard Maltin’s TV 
Movies Video Guide). “It’s 
longer and dumber than the TV 
show ever was!" (Michael Wel¬ 
don, The Psychotronic Ency¬ 
clopedia of Film), etc. 

The art director who tricked 
up a temporary Batcave for the 
series presentation reel. Jack 
Senter, had become Fox’s assis¬ 
tant supervising art director on 
all feature films. He remem¬ 

bered the screenings of 
the movie’s dailies: “Ev¬ 
ery day we looked at all 
the features,” he said. “I 
think at the lime there 
was some pretty good 
stuff around it, and on 
would come BATMAN. 
My god, the groaning and 
moaning was awful. I 
think it did more for the 
demise of the show than 
anything else.” 

"As soon as it became 
a feature, everyone at the 
studio became involved," 
said Krizman. “Soon, we 
had 50 cooks for the 
broth. If they had just let 
the people who did the 
episodic series do their 
job and have fun with it, 
it would have worked.” 

Studio executives real¬ 
ized exactly how bad it 
was and acted appropri¬ 
ately to get their money 
back, and keep a low pro¬ 
file. “It was a nonsuccess¬ 
ful picture," said Fox’s 
Bill Self. “It didn’t really 
work. I know that. It was 
not a big hit. It probably, 
by anyone’s classifica¬ 
tions, would be [consid¬ 
ered] a failure. It was 
done for a price. We used 
the cast that was there and 
the sets that were there 
anyway. I would suspect 
that it was relatively inex¬ 
pensive, probably, $2 
million dollars, and a ma¬ 
jor studio like Fox is not 

going to have a disaster on 
that.” 

The problem with the feature 
was that it broke most of the 
television show’s cardinal rules 
for success: Batman and Robin 
should pounce on each other's 
lines, with meaningful pauses 
eliminated. The scenes should 
move briskly and long takes 
should be verhoten. The materi¬ 
al must be treated deadly seri¬ 
ously and not played for laughs. 
The fight scenes are staged for 
optical sound effects, and the 
sound effects should have been 
added in post-production. The 
list goes on and on. 

To blame all the problems on 
the director would be unfair. 
Studio intervention and the pro¬ 
ducers all must share the blame. 
They created a successful for¬ 
mula for the TV series and 
should have stuck to it. 

I 

) 
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heard there was trouble with 
Ward before I came on the 
show, but he was wonderful, 
very professional. After a take 
he would go to his trailer and 
play chess with a friend until we 
needed him." 

However, Adam West still 
hadn't mastered memorizing all 
of his lines in time. He had a 
unique way of gaining time. 
“He did break a lot of props 
while he was learning his 
lines,” Yvonne Craig remem¬ 
bered. “He would break a prop 

and then say, ‘Ohhhhhh, Props! 
This is broken...’ It would give 
him more time to learn his lines. 
Burt said to him one day, ‘Oh 
Adam. If you’d learn your lines, 
we wouldn't have so many bro¬ 
ken props!’” 

Ross remembered that the 
only time he ever ran into trou¬ 
ble with a script was during this 
third season. He wrote a wed¬ 
ding between Catwoman and 
Batman, and Julie Newmar 
wasn’t available, so Eartha Kitt 
played the character. The 

Julie Newmar practices leaping oft tall buildings with Batman stunt double 
Huble Kerns, Miming second season episode #74, "That Dam Catwoman.” 

black/white match was danger¬ 
ous in the network’s eyes. “I 
said. ‘Don’t be ridiculous. This 
is Gotham City. This isn't New 
York. They’re never going to 
culminate their marriage. She's 
going to be captured in the 
end.” They aired the show as it 
was written and never received 
one letter of complaint. 

Whether television shows 
were renewed in those days de¬ 
pended on how well they drew 
affiliates to the network. ABC 
programmed gimmick shows or 
“stunt shows" like THE AD- 
DAMS FAMILY and BAT¬ 
MAN to draw affiliates. ABC 
cancelled the show after three 
years because it lost its luster to 
affiliate stations. 

The other reason ABC may 
have decided to let BATMAN 
pass was the show’s demo¬ 
graphics. The audience it 
reached wasn’t the audience 
that ABC wanted to reach in 
that time period. “They discov¬ 
ered a new word...called demo¬ 
graphics," said Dozier. “Not 
how many people are watching, 
but who are they? And they dis¬ 
covered that the bulk of the 
BATMAN audience was chil¬ 
dren. Not enough adults. Al¬ 
though children urge buying 
things, it’s the adults who go 
and lay down the money. So, 
they weren’t getting enough of 
the buying public and that's 
why it didn't last more than two 
and a half years." 

BC announced that it M wasn’t picking up the 
show for a fourth sea¬ 
son in the last week 
of January, 1968. 
“ABC network had a 

stop date and time.” said 
Charles FitzSimons. “By which 
they had to notify Greenway if 
they were going to pick up the 
option on the show for another 
year. We had sitting on the desk 
a very valuable offer for syndi¬ 
cation. At that time it was one 
of the most valuable offers that 
had ever been made for syndi¬ 
cation. [From] the point of view 
of Greenway Productions there 
was enough product already to 
syndicate without shooting any 
more. It was probably more im¬ 
mediately profitable if they did 
not pick up the show and it 
could go into syndication, be¬ 
cause we believed that it would 
replay forever, which is coming 

Seriplcr Stanley Ralph Ross, who 
also developed Egghead. Siren. 
Archer and King Tut, created Shame. 
"They said we have other guys who 
can do the comic characters,'* Ross 
recalled. “We need you Tor originals. 
So that's why I kept coming up with 
originals. My favorite original after 
the Archer, was Shame." 

RatBits: Shame's moll. Calamity 
Jan, was played by Dina Merrill, 
Robertson's wife. Watch for Jerry 
“The Beaver" Mathers in #115 as 
Pup, the doorman. 

“Turkey legs! My favorite fruit.” 
—King Tut 

#117 I’LL BE A 
Mummy’s Uncle ★** 

HIM. unties by Steak* Kulpti Rou. Directed 
by Mm Stnagii. 

Tut escapes from Mount Ararat 
Hospital and purchases a piece of 
land adjacent to Wayne Manor to 
mine a vein of the world's hardest 
metal, Nilanium. After checking with 
the Ratcomputcr* Batman learns that 
Tut*s slanting mine shaft is aimed at 
the Batcavc, Batman and Robin give 
chase in a mine car, but arrive too 
late; the pharaoh *s crew is already in 
the Batcavc. Next to #41/42, one of 
the best Tut adventures. 

“I worked on HUSH *., HUSH, 
SWEET CHARLOTTE (1965] and 
WHATEVER HAPPENED TO 
BABY JANE? [1962];* recalled 
director Sam Strangis, "and 1 knew 
Victor from way back then. He was 
always terrific. Victor was family. 
He would alw ays come on the show 
and have a great time.** 

Victor Buono and Henny Youngman 
as Manny the Mesopotamian in 
#117, Til be a Mummy's Uncle/* 

Bat Bits: Watch for comedian 
Henny Youngman as Manny the 
Mesopotamian. 

#U8 The Joker’s 
Flying Saucer ★★#1/2 

12V *8 Wrilln h% ( luHn Huffman, IHmted b* 
Mm S<r»giL 

Abetted by a trad scientist cell¬ 
mate, Joker’s plans for a flying 
saucer (to help take control of the 
world) are underway. The Dynamic 
Duo are trapped in the Batcave from 
an explosion by a time bomb placed 
in the Ratmobilc by one of Joker’s 
henchmen. Another episode so crazy 
it must be considered satire—a 
parody of the show itself. Alfred the 
butler is forced to build a flying 
saucer so Joker and his gang can take 
off for outer space. 

Bat Bits: Tlie comic book version 
of Bat-Girl was teen-ager Betty Kane, 
niece of heiress Kathy Kane (secretly 
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THE BATCYCLE 
Against all odds, cycle customizer 

Dan Magiera made a dream come true 

Corinne Calvert as Emerald and 
the Joker kidnap Alfred In #118, 

“The Joker’s Flying Saucer." 

Batwoman). This hyphenated Bat- 
Git] first appeared in Batman #139 
(April ]9f»l), and lasted just under 
three years. 

#ii9 The Entrancing 
Dr. Cassandra_* 

3/7. W. Writtn by Suatn tuipk Run. IMrecUd by 

SamStnacb. 

Criminal Dr. Cassandra (Ida 
Lupino) and her accomplice, Cabala 
(Howard Duff), are capable of 
camouflaging themselves so they 
appear invisible. Batman, Robin and 
Balgirl attempt to stop them from 
stealing the Mope Diamond at 
Spiffany's Jewelry Salon, but the 
doctor’s Alvino-ray gun flattens the 
heroes paper-thin. The evil duo slips 
the flat trio under Commissioner 
Gordon’s office door. At Gotham 
State Prison, Dr. Cassandra 
announces she is releasing 
Catwoman, Egghead, Penguin. 
Riddler, Joker and King Tut. 

Scripter Stanley Ralph Ross 
wanted to call Cassandra’s weapon a 
Ronald ray-gun. "This was the only 
time they really censored me,” 
recalled Ross. “The weapon took the 
third dimension out of them and 
made them into cardboard cutouts. 
At the time Reagan was our 
governor. Alvino Rey was an old- 
time band leader from the ’4<)s." 

Balbils: Lupino and Duff both 
appeared in a situation comedy, MR. 
ADAMS AND EVE, from 1957- 
1958. Not only did they portray 
married movie stars, but they 
actually were married. At this time. 
Duff was starring as Del. Sgt. Sam 
Stone on FELONY SOU AD. also for 
ABC 

Although she does not recall him 
being filmed, Yvonne Craig usually 
brought her dog, Sebastian, to work, 
just as Alan Napier brought his dog. 
Tippy. “Sebastian was a Yorkshire 
terrier," she recalled, “and he and 
Tippy used to play. They were set- 
trained dogs. They would run around 

Ida Lupino as Dr. Cassandra and 
Howard Duff as Cabala #119, 

“Tha Entrancing Dr. Cassandra.” 

By Bob Garcia 
The sleek black, white and 

red Batcycle was designed by 
an ambitious young motorcy¬ 
clist who knew he was the right 
man for the job. Dan Magiera, a 
mechanic working on the Bat- 
mobile, remembered that in the 
comics Batman had also driven 
a Batcycle. He thought it was a 
perfect addition to the show and 
asked the folks he was working 
for if they wanted to develop a 
new Batcycle. Their answer: the 
studio wasn’t interested. 

Frustrated, Magiera quit and 
went out on his own. He was 
without capital, a motorcycle or 
even interest from the studio. 
But he had a dream. 

With the credentials of a by¬ 
line in Motorcyclist’s magazine, 
Magiera got Yamaha to donate 
a bike for customizing, a black 
Yamaha 250. Tom Daniels, an 
artist friend who contributed to 
hot rod magazines, sketched the 
Batwing designs for Magicra’s 
Batcycle concept. With friend 
Richard Korkas, Magiera began 
to build the bike in his garage. 
He called BATMAN producer 
Charles FitzSimons at Green¬ 
way Productions about the work 
but was told there was no Bat¬ 
cycle in the script. 

The bike was customized 
with a front steering assembly 
(the part with the scallops on it), 
made of Filon, a fiberglass sheet 
with integrated nylon. The wind¬ 
shield was made out of plexi¬ 
glass which had to be specially 
molded and custom blown. 

Magiera kept calling FitzSi¬ 
mons. “I probably called him 15 
or 20 times,” said Magiera. 
FitzSimons told him that the 
production had built their own 
Batcycle. “It’s the wrong one,” 

Batcycle cuatomlzar-tumad-aclor 
Dan Magiera, Juct wouldn't give up. 

Magiera said he told FitzSi¬ 
mons. “You have to see this one 
first, because if you use that 
one, you’re not going to be hap¬ 
py with it.” FitzSimons gave in 
and told him to bring his bike 
down to the lot. 

“As 1 came in the studio, I 
saw their version of the Batcy¬ 
cle,” said Magiera. “It was 
owned by a guy named George 
Doxtetter, who supplied movies 
with cars and motorcycles. It 
was a Harley-Davidson with a 
windshield cut in the shape of a 
bat motif. I showed my motor¬ 
cycle to Charles [FitzSimons], 
and he loved it. He called Serge 
Krizman, who took one look at 
it and said, *This is a Batcycle.”’ 

Krizman asked for a few 
modifications done before 
putting it on the show. “He gave 
me a couple of ideas to redesign 
it,” said Magiera. “We put a 
front fender on it, we put that 
red speed line on the side, and 
we put the red light on top of the 
side car. I got a 26-week con¬ 
tract with the studio (similar to 
that of George Harris’s contract 

for the Batmobile), and began 
working on it there everyday.” 

The lease stipulated that 
Magiera was to teach the stunt¬ 
men Hubie Kerns and Victor 
Paul how to operate his cre¬ 
ation. Especially Robin’s go- 
cart breakaway. “The go-cart 
had a 50cc Yamaha electric- 
start, three-speed engine with a 
lawnmower-size gas tank and 
would probably last for 10 or 15 
miles,” said Magiera. “It was a 
small engine, but would proba¬ 
bly go in excess of 50 mph. 1 
could make it do a wheelstand 
coming off the Batcycle, but I 
was the only one who really 
knew how to ride the thing. You 
would release the go-cart by 
slowing down the motorcycle 
and the go-cart driver would gas 
the cart. So the slowing of the 
motorcycle and the acceleration 
of the cart would let them part,” 

Recalled Victor Paul, Ro¬ 
bin’s stunt double, “They 
brought it out at four o’clock at 
night and we gotta use it at eight 
o'clock the next morning. I said 
’Jesus, give me a break. This is 
ridiculous.’ 

“The guy who built this 
nightmare (as I called it), takes 

The Yamaha with aldacar frame. 
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true. 
"When ABC did not pick up 

its option, the syndication deal 
was immediately closed. After¬ 
wards, there was some kind of 
ire on the part of ABC. They 
basically said, ‘But we didn't 
cancel the show.' And the reply 
was of course, ‘But you didn’t 
pick it up either.’ Apparently 
there was indecision and it went 
by default.” 

Fox chief William Self re¬ 
membered differently. "ABC 
let the show drop and we put it 
into syndication,” said Self. 
“They may have had some sec¬ 
ond thoughts at a later date. But 
I have no recollection of our 
outmaneuvering ABC on that.” 

Adam West saw the ending 
coming. "When Fox started to 
cut back on the costs, 1 fought 
it,” said West. “They wanted to 
change it into a kiddie show, 
and that’s when I knew it was 
over. 1 was outta there. 1 never 
wanted to see those tights 
again.” 

With its huge expenses and 
initial up-front cost involved, 
Fox claims the show still hasn't 
earned money even though it’s 
been in syndication since 1969, 
and the video of the feature film 
is in every video store in Amer¬ 
ica. 

“I did not honestly anticipate 
that BATMAN would have the 
life it has had,” said Bill Self. 
“It has become kind of a cult 
show. I didn’t think that of the 
many shows we were investing 

Adam West and director Murrey 
Golden, rehearsing episode #40. 
"Barbecued Batman," In 1966. 

Burt Ward and Adam West ride Maglera’s finished cycle, Including refinements suggested by art director 
Serge Krtzman. Robin's go-cart sidecar proved tricky to operate for stuntmen Victor Paul and Ruble Kerns. 

it around the parking lot and al¬ 
most kills himself. He hits a 
parked car with it, gets up, and 
says, ‘That’s the way it works.* 
I said ‘That’s the way it works? 
You almost killed yourself!’ 

“[Production manager] Sam 
Strangis just put his eyebrows 
up and walked away and left us 
standing in the parking lot,” 
continued Paul. “So Hubie and I 
stuck around until six o’clock at 
night trying to work this out.” 

Kerns was not happy with 
the arrangement. “They’d been 
working three weeks on the cy¬ 
cle,” said Kerns. “Then when 
they show it to us, the expert 
gets caught and spun around 
and almost had an accident. 
And we, as greenhorns, would 
have to drive that the first thing 
next morning. But we had ab¬ 
solutely no trouble with it. 
Probably because Victor Paul 

was so scared after seeing them 
screw up.” 

Paul explained his fears 
about the go-cart: “I had to be 
on my hands and knees and they 
built this platform on a regular 
motorcycle. Hubie wasn’t that 
big of a bike man at that time. 
He drove a motorcycle, but this 
weirdo thing was different. If 
Hubie was doing thirty-five I 
had to realty rev it up and really 
gun it to shoot off this platform 
going the same direction, and 
that was hard to do. That was 
the nightmare of it, I used to 
yell, ‘Would you slow down for 
crying out loud, before you kill 
me?* He used to laugh." 

After the Batcycle appeared 
on the air, Charles FitzSimons 
received dozens of calls want¬ 
ing to rent the machine. So 
Magiera called Yamaha, and 
got four more cycles to modify, 

two of which toured, with two 
kept at the studio. 

For the third season, Ma¬ 
giera was hired to make Bat- 
girl’s cycle. When they de¬ 
scribed the customizing to 
Yvonne Craig, she remembered 
that she thought it sounded won¬ 
derful. “They said ‘You’ll be 
riding this darling motorcycle, 
and it’ll have this vanity mirror 
on the front, big Batwings and a 
bow on the back and it’ll look 
really frilly.’ I said ‘Great,’ not 
knowing that in order to cus¬ 
tomize it in that manner you’d 
have to take the shocks off. 
Every time you went over a peb¬ 
ble it was like jumping off a 
table stiff-legged. “That wasn’t 
the least of its problems,” con¬ 
tinued Craig. “Adam had done 
nothing but bitch and complain 
that his motorcycle wasn’t fast 
enough. What they forgot was 
that he weighed more than I did 
and he was carrying Burt around 
in a sidecar. They decided that 
they didn’t want to hear that 
from me, and they gave me a 
bike that was really too big for 
me.” On the other hand, Craig 
loved the automatic push-button 
starter. 

Magiera still owns the Bat- 
girl cycle, disassembled in his 
garage. He plans on rebuilding 
it and touring one day, but is 
currently too busy enjoying a 
career as an actor. His other 
Batcycles are in private collec¬ 
tions around the country. □ 

Maglara In 1966 wtth hi* partially custom trad Batcycl* In his garaga at horns. 

< 
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FROM COMICS TO TV 
Comic book writers didn't get credit 
for the shows their work inspired. 

and chase one another and never 
made any noise." 

“Persimmon pressurizer? Holy 
astringent plum-like fruit!" 

—Robin 

#120 Minerva. Mayhem 
and Millionaires ** 

A 14 M. H niirft h> C Karin HufTtnin. Directed bv 

ihrir Rudolph. 

Minerva's Mineral Spa caters to 
millionaires. Bruce Wayne among 
them. Minerva's Deepest Secret 
Extractor obtains the combination to 
the Wayne Foundation vault* 
Minerva (Zsa Zsa Gabor) pops the 
Dynamic Duo into a giant pressure 
cooker 

This final parody includes one-liners 
(Minerva: "I feel like a new man/*), 
too-bad-to-be-true props, inside jokes 
(appearances by producers William 
Dozier and Howie Horowitz) and 
dumb humor (Batman and Robin 
getting a massage while in costume?). 
Not great material but still a fun show. 

Zsa Zsa Gabor as Minerva in 
episode #120, "Minerva, Mayhem 
and Millionaires/1 the last show. 

When the series was cancelled in 
January !%8, executive producer 
William Dozier remarked, " Well we 
had a good three-year run. Thafs nut 
had for whai was essentially a novelty 
show. You've got to he realistic about 
such series. They can't last urn long, 
(n fact, 1 was surprised that it went a 
third season/* Although the show 
still led its time slot in the ratings, 
Dozier noted, adults had wearied 
of it, and the audience hud become 
kids w ho are just as happy 
watching the old shows; they 
don't care if it's a repeat. So 
w hy go on spending $487,000 for 
new-ones? Dozier and producer 
How ie Horwitz appear as 
themselves at the beginning of this 
episode. We learn that Dozier 
keeps his securities in a 
grandfather clock while 
"millionaire producer** Horwitz 
keeps his cash in a TV set. 

BuiRits: "You have to take it 
seriously," said Adam West in 1966 
about his work on the series* "I want 
to do it well enough that Batman buffs 
will watch reruns in a few years and 
say, Watch the bit he does here; 
isn't ihai great?*** West's sjvculatimis 
about ihc future came true since the 
show has aired almost continuously 
since entering syndication. *Tve 
never had more fun doing any rule 
than Batman/* West said later, "It 
was a fortuitous, lucky marriage of 
a lot of talents, and, as a result, it 
became a classic. It's going to be 
playing forever**' □ 

By Joe Desris 
For some fans of the BAT¬ 

MAN television series, espe¬ 
cially those who collect the 
Capcd Crusader's comic book 
adventures, it is old news that 
certain episodes began as comic 
book stories. For those unaware 
of this (a much larger group, 1 
suspect), it will probably come 
as a surprise just how much ma¬ 
terial originated in the comics. 

Credit for comic book 
authors on the BATMAN TV 
series was nonexistent. There 
are no on-screen acknowledg¬ 
ments whatsoever of any comic 
book author's contributions. 
Borrowing from a panel or two 
is one thing, but several stories 
were clearly and in large part 
heavily influenced by and/or 
taken directly from someone 
else’s work, all without any ap¬ 
parent recognition. It was com¬ 
mon policy however to give 
“story by” credits to others who 
provided outlines or scripts that 
were heavily rewritten. 

Filming atunmen Victor Paul and 
Hu bis Kama tor episode #79, 

“Batman's Anniversary,” based on 
“Batman's Deadly Birthday," right 

During the.period of the 
show’s demand for scripts 
(about September 1965 through 
roughly November 1967), Na¬ 
tional Periodical Publications 
usually bought comic book 
scripts and art on a work for 
hire basis. There were no con¬ 
tractual obligations on the com¬ 
pany’s behalf for reprints or any 
other subsequent use of the ma¬ 
terial since N.P.P. (today 
known as DC Comics) owned 
the work outright. 

In addition, the TV series 
aired during a period when DC’s 
books generally did not publish 
creative credits. Julius Schwartz, 
editor of the Batman titles, was 
noting creative credits in the let¬ 
ter columns at the time and with¬ 
in a few years, all of DC’s output 
carried such listings, often at the 
beginning of the story. 

Information about original 
authors was available to the TV 
people, but only if requested. 
Not only did such records exist 
at DC at that time, but most sto¬ 
ries in question were only a few 

years old, not decades. Editors 
would likely have remembered 
who did what and most writers 
were still around to ask. 

In any event, even if they 
wanted to, TV writers had no 
easy method for ascribing 
comics scripting to anyone ex¬ 
cept perhaps Bob Kane (even 
though he was actually an 
artist), since his was the only 
name on most stories. If comics 
had handled credits as they do 
today, perhaps the original 
writer’s names would have 
made it to the screen. 

As a side note, DC’s current 
position regarding reprints and 
royalties is more generous. The 
original creative staff normally 
receives compensation and 
credit for reprinted work. 

Comic book writers would 
seem likely prospects as 
scripters of BATMAN series 
teleplays. They already had to 
think visually in order to write 
comics. However, Bill Finger 
appears to have been the only 
regular comic book writer who 
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Detective Combe #196 (I), art by Win Mortimer, 
Inspired episode #105, "The Londlnlum Larcenies. Bmtman #121, art by Kurt Swan, Inspired episode #7. 

had a script finally air, and may 
indeed have been the only such 
person to write for the show. In 
a November 9, 1965 letter to 
Bill Dozier about the teleplay 
for BATMAN episodes #9/10, 
Lorenzo Semple, Jr. noted, “It 
look a good deal of brain-power 
to adapt flimsy mag-story to our 
pattern." And in a November 15 
letter, Semple observed, “1 real¬ 
ize increasingly the gulf be¬ 
tween comic-book Batman sto¬ 
ries and our own." 

Semple was generally refer¬ 
ring to budgetary constraints 
and some of the more out¬ 
landish elements of comics 
which were easy to draw yet 
difficult or expensive to film. 
Indeed, unlike most other series 

The splash page for “Batman’s 
Deadly Birthday" by Bob Kane from 
Salman #130, March 1960, a giant 
cake story written by Bill Finger. 

writers, Semple often retained 
many comic book elements 
when transferring the books to 
teleplays. 

Overall, Hollywood has gen¬ 
erally not looked fondly upon 
comics. It seems as though most 
of those involved feel previous¬ 
ly published comic book mater¬ 
ial with a successful, lengthy 
track record somehow requires 
change, not continuation. The 
last half century indicates a gen¬ 
eral disdain for comic book ma¬ 
terial on Hollywood’s behalf. 
From the movie serials to tele¬ 
vision to feature films, only se¬ 
lected translations have been 
successful at retaining the heart 
of the original material (exam¬ 
ples: the 1989 and 1992 Batman 
movies, portions of the BAT¬ 
MAN TV series, 1940s Fleisch¬ 
er Superman cartoons, many of 
the Fox network’s animated 
Batman episodes, and some of 
Linda Carter’s WONDER 
WOMAN episodes). 

Although never acknowl¬ 
edged, much of the TV show di¬ 
rection was in a way the work 
of Bill Finger. He co-created 
Batman along with cartoonist 
Bob Kane roughly a quarter 
century before the series. It was 
Finger who had originally 
scripted all those methodical 
patterns, oversize props and 
deathtraps as well as the big 
clocks, aiming Batman and 
many of the villains in their 
proper directions. Robin's jokes 

and puns (translated to the se¬ 
ries as “holy whatever”) can al¬ 
so be found in Finger’s early 
material. With time, other writ¬ 
ers added and modified, but 
Finger was the one who laid the 
foundations for Batman which 
were followed by subsequent 
comic book, television and fea¬ 
ture film writers. 

Material from Batman #176 
(December 1965) was used so 
often it could almost be consid¬ 
ered a bible for the show, a ready 
reference early in the series. On 
sale in late-September 1965, it 
was available while many scripts 
were being written. 

Episodes inspired by this 
reprint anniversary issue includ¬ 
ed #5 “The Joker is Wild,” 
based on “The Joker’s Utility 
Belt,” originally printed in Bat¬ 
man #73 (October 1952); #7 
“Instant Freeze,” based on “The 
Ice Crimes of Mr. Zero,” origi¬ 
nally printed in Batman #121, 
shown above (Februry, 1959); 
#27 “The Curse of Tut,” with 
Tut’s rock on-the-head origin 
inspired by "The Caveman at 
Large,” originally from Batman 
#102 (September 1956) and 
Egyptian motifs in “The Fox, 
The Shark and the Vulture,” 
originally from Dectective 
Comics #253 (March 1958); 
and #37 “Hot Off the Griddle,” 
which uses a life-saving device 
from a Saturday newspaper 
strip reprinted in the issue (orig¬ 
inally from May 12, 1946). □ 

in that BATMAN would be the 
best investment. Of course, the 
best investment was probably 
M*A*S*H* which I’ve been 
told is the highest paying show 
in the history of 20th Century- 
Fox. But BATMAN has done 
very, very well." 

“This show is like America," 
said Sam Strangis. “In the books, it’s 
always in the red. It’ll always be in 
the red. It made more money mer¬ 
chandising than you can shake a 
stick at. It made more money in syn¬ 
dication. Fox doesn't pay residuals 
any more. It's clean money." The 
series aired daily on the Family 
Channel this December. After that. 
Fox can renegotiate a new deal with 
them or someone else. 

Adam West and Burt Ward 
reprised their rotes as Batman and 
Robin in two Hanna-Barbera live 
iction comedy shows in the late sev- 
enties. The shows were done on 
videotape and were pretty awful. 
West also did the voice of Batman 
in Hanna-Barbcra’s SLJPER- 
FRIENDS show. 

As the sun sets in Gotham City, 
we hid adieu to our Herculean he¬ 
roes. This night, a new, grimmer, 
more serious defender of the city 
streets arises to stalk criminals 
everywhere... and without his 
youthful ward! This is Batman? 
Times certainly have changed. A 
kinder, gentler nation, indeed! □ 

Bill Dana's Batclimb cameo as Jose 
Jimenez In #47, "An Egg Grows In 
Gotham," and spotting Dick Clark 
In #35, "Shoot a Crooked Arrow." 
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Michelle Pfeiffer •■ Cetwoman In BATMAN 
RETURNS, the highlight of director Tim Burton's 
summer 1982 sequel, being groomed by Warner 

Bros for I movie franchise. 

WORLD, for Universal. 
Several rumored storylines 

abound including one which 
would prominently feature the 
long-awaited debut of Robin. 
Although early drafts of BAT¬ 
MAN RETURNS featured 
Robin as a cocky black hero. 
Schumacher’s take is reportedly 
more traditional in which the 
Boy Wonder is a mechanic who 
saves BATMAN and the Bat- 
mobile and becomes the dark 
Knight’s companion. Filming 
begins in September. 

In addition to BATMAN Ill, 
Warner’s is reportedly develop¬ 
ing a CATWOMAN vehicle for 
actress Michelle Pfeiffer, who 
will first be lensing the pir¬ 

ate flick MISTRESS OF THE 
SEAS before seguing to the as 
yet unscripted Catwoman ad¬ 
venture to be directed by Bur¬ 
ton, who is currently shooting 
ED WOOD for Disney. Poten¬ 
tially, BATMAN Ill’s video re¬ 
lease would tie-in with the the¬ 
atrical release of the first CAT- 
WOMAN feature in 1995. 

Ironically, CATWOMAN 
had originally been conceived 
as an animated spin-off coming 
on the heels of both the tremen¬ 
dous success of the animated 
television show and BATMAN 
RETURNS. "When we first 
mentioned the idea, it had a lot 
of heat," said Bruce Timm, pro¬ 
ducer of BATMAN: THE ANI¬ 

MATED MOVIE. “We all 
thought it would be a cool idea 
to spin her off into her own se¬ 
ries. At one point, the studio 
was thinking about doing a 
Robin series which 1 was 
against, but I thought a Cat- 
woman show would be really 
interesting and we all men¬ 
tioned it at the same time that 
Michelle was really hot. Warn¬ 
ers mentioned it to Fox, but we 
didn't have the time to develop 
it and it seems as though that 
ship has sailed." 

While it appears as though 
Michael Keaton will once again 
don cape and cowl for BAT - 
MAN III, taking on a larger role 
than his relatively sparse screen 

lime in BATMAN RETURNS, 
and receiving a rumored $15 
million for his efforts. Burton s 
departure as director has 
aroused the ire of few comic 
book purists who decried his 
take on the mythos and are hap¬ 
py to see a new director aboard. 
Noted Kenneth Egan, a writer 
for Toonetl In. a comic book 
trade magazine, in an opinion 
that seems to sum up that of 
comic book aficionados, "I am 
hoping to see BATMAN Ill as 
more of a pure detective story 
where he must figure out clues. 
I’m extremely happy that Bur¬ 
ton’s not directing. Even 
though he’s a master visionary, 
he’s a lousy storyteller." 
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By Taylor White 
After wrapping BATMAN 

RETURNS and shortly before it 
opened in June of ’92 , director 
Tim Burton was already fairly 
sure that he had no desire to di¬ 
rect a BATMAN III. “You nev¬ 
er know,” he told the press. “It’s 
like a weird relationship. You 
can’t force it. It either happens 
or it doesn’t happen. I don’t 
really feel like it right now." 

When reminded that Jon Pe¬ 
ters, who produced the first 
film, had envisioned doing a 
trilogy from the beginning. 
Burton laughed. “I’ve always 
thought of it as an octagon," but 
added seriously, “I got it out of 
my system on this one. These 
decisions are emotional, not in¬ 
tellectual. Maybe that feeling 
will never come again. You just 
never know, really.” 

With Burton serving as the 
executive producer of BAT¬ 
MAN III, to carry forward his 
distinctive vision of Batman 
and Gotham City, director Joel 
Schumacher is perhaps better 
suited to handle the comic book 
plotting necessary for complete 
success in the genre. “I’m not 
the greatest story-teller," Bur¬ 
ton admitted. “I wanted to strip 
away things and kind of let 
things float to the surface more. 
I want to let the characters* en¬ 
ergies and their interrelations be 
the thrust of it.” 

Characterization, at least in 
the case of Michelle Pfeiffer’s 
Catwoman, proved to be a hit 
with fans. “I was completely 
blown away by what she did 
physically,” said Burton of 
Pfeiffer, “in terms of doing 
karate fights on curved roofs in 

is a world of split personalities 
and not just simple good and evil. 
There’s a lot of crossover.” Bur¬ 
ton noted that he passed on his 
Batman “philosophy” to the cre¬ 
ators of the animated cartoon se¬ 
ries. “They’re trying to do some¬ 
thing that’s stylistically based on 
the look of the Film. I’ve shown 
them what we’re doing." 

Burton credited Danny De¬ 
Vito with fleshing out his vision 
of The Penguin. "In the comic 
all of the other characters have 
an interesting psychological 
profile, but I could never quite 
figure out what the Penguin’s 
was. Danny DeVito didn’t want 
to play himself in a tuxedo and 
top hat quacking. We decided 
to take the word ‘Penguin’ and 
let the images conjure them¬ 
selves from that. He was very 
committed and very exciting to 
work with. He has such life and 
such power and a twisted sense 
of joy that it’s a pleasure to 
watch him work.” 

And as for the fate of Robin, 
whose appearance is still unsure 
in BATMAN III, Burton noted, 
“I felt that giving Batman a 
young sidekick disrupted the 
psychology and power of the 
character. Giving him a young 
sidekick diminished his loneli¬ 
ness, his secrecy. You start to 
question why he’s even putting 
on the suit anyone. Why not 
just take the kid out to the 
movies and the zoo.” 

With Batman seemingly tak¬ 
ing a back seat to the flamboy¬ 
ant action of his foes, why was 
it necessary to have three vil- 
lains in BATMAN RE¬ 
TURNS? Laughed Burton, 
“The world is getting more 
evil, I guess.” □ 
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Burton directs Penguin Danny DeVito on the set of BATMAN RETURNS. 
Burton will executive produce but not direct BATMAN III for Warner Bros. 

four-inch heels and making it 
look natural in 30 degrees tem¬ 
peratures while she’s sweating 
to death and freezing to death at 
the same time. She was incredi¬ 
ble, and no one will ever know 
what she went through with all 
that stuff. She learned to use the 
whip, and nobody could do it 
like she did. I was constantly 
amazed by her.” 

Less satisfying was Burton’s 

take on Batman himself, with 
most fans decrying that his 
Caped Crusader had little to do 
in either film. “For me the pow¬ 
er in his character is that he’s 
held back a little bit,” said Bur¬ 
ton. “He remains in the shad¬ 
ows. The power of that charac¬ 
ter is in his sadness and loneli¬ 
ness. We chose not to up the 
stakes and open it up more.” 

“The world of Batman to me 

COMIC BOOK VISION 
Director Tim Burton on the building of Gotham City. 



The Animated Adventures 

in 
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Warner Bros Animation’s Emmy-winning 
series appeals to adults as well as kids. 

By Bob Garcia_ 

BATMAN could have been just another 
Saturday morning cartoon show with Bat¬ 
man and Robin fighting goofy villains. Nei¬ 
ther it’s heroes nor villains would need to 
have any reason for doing what they’re do¬ 
ing. Their only motivation and justification 
would be the fact that they wear funny cos¬ 
tumes. And these cardboard characters 
would fight each other in some simplified 
Everytown. In other words, the show could 
have been completely unmemorable. 

Instead, BATMAN gives its audience 
characters they can care about; a hero with 
a tragic past and villains with tales of woe 
of their own. They exist in the epitome of a 
crumbling twentieth-century American city, 
Gotham City. And the stories told are usual¬ 
ly exciting, sometimes controversial, and 
often emotionally affecting animated dra¬ 
mas. 

The difference in approach has put 
BATMAN on the top of the critics’ lists and 
garnered Warner Bros Animation two more 
Emmys to add to their roster, next to the 
ones earned by TINY TOONS. It’s a 
groundbreaking show for American televi¬ 
sion. and credit for its success can’t be giv¬ 
en to just one individual person or decision. 
Bringing the Dark Knight to television in 
such a grand manner was not an easy task, 
but ultimately a rewarding one for the 
show’s producers, Bruce Timm, Eric 
Radomski and Alan Burnett, and their tal¬ 
ented crew. 

For Warner Brothers, the idea for the se¬ 
ries began even before the animation divi¬ 
sion was fully formed, when TINY TOONS 
was just a movie project the studio was ne¬ 
gotiating to do with Steven Speilberg. 
Warners was looking for someone to run 
their animation division and they hired Jean 
MacCurdy, on a hiatus from animation after 

fifilt was important we 
maintain the Warner 

Bros heritage of 
quality work that goes 

back to the days of 
‘Looney Tunes.15 5 

—Warner’s exec Jean MacCurdy— 

Warner s Animation president Jean MacCurdy 
pushed for a series with the sensibilities of the 
classic SUPERMAN cartoons of Max Flelshcer. 

working for years at Hanna-Barbera. Mac¬ 
Curdy had worked for Warner Brothers in 
the early ’80s when the studio decided that 
animated shorts were dead. 

“If the studio was going to get back into 
the animation business, the only way to do 
it, was by doing the best possible produc¬ 
tion, given the time and the money avail¬ 
able,” said Jean MacCurdy. “It was very 
important that we maintain our heritage of 
quality work that goes back to the days of 
LOONEY TUNES. They gave us all the 
tools to make that happen. They also under¬ 
stood that they hired us because we knew 
what we were doing, and they left us alone 
to do it.” 

The division has been wildly successful. 
The Emmy Award-winning TINY TOONS 
ran for two seasons that eventually led to a 
direct-to-video movie, a strategy that was 
copied with BATMAN, with the movie 
opening theatrically December 25th. TAZ- 
MANIA and ANIMANIACS have also hit 
the television airwaves from Warner Broth¬ 
ers. 

Alan Burnett, the producer in charge of 
BATMAN’S scripts, is an old friend of 
MacCurdy’s. “She gets things going. She 
puts the right people in the right place, and 
then she steps back and says essentially, 
‘Have fun. Do a good job.’ I don’t think 
I’ve worked with another executive who 
gave me as much freedom. 

“She brought in Tom Reugger to Warner 
Brothers, and I know for a fact that people 
above her were saying ‘Who’s Tom Rueg- 
ger?’ But she knew. Here is a fellow who 
not only brought TINY TOONS to the 
screen, but helped forge a relationship be¬ 
tween Steven Spielberg and Wamers Ani¬ 
mation. And with ANIMANIACS Ruegger 
will have another big hit on his hands. She 
has a keen sense of choosing the right peo¬ 
ple and putting them in the right spot.” 
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MacCurdy is currently the president of 
the animation division and clearly loves her 
work. “I have the best job there is, no doubt 
about it," said MacCurdy. “The one thing 
that ties all of our projects together, I think 
is quality. These are all very well-produced 
shows. The other thing is the studio’s her¬ 
itage that had to do with sophistication, ir¬ 
reverence and all the wonderful things that 
were the essence of LOONEY TUNES. I 
think we’ve tried to carry through on all of 
our shows. I like to believe we treat our au¬ 
diences with respect.” 

Before 1990, TINY TOONS was the on¬ 
ly show in production at Warner Brothers 
and at the time it was coming to a close. 
Even though the first episode of 
TINY TOONS hadn’t even 
aired, MacCurdy was looking 
toward the future. She called an 
Open meeting of her staff of 
forty and placed a number of 
Warner-owned projects on the 
table: GREMLINS. THE GRIS¬ 
WOLDS, TAZMANIA and 
BATMAN. She asked for devel¬ 
opment ideas on the projects 
from everybody. 

Eric Radomski. then a back¬ 
ground artist, created back¬ 
ground ideas for all the projects, 
and production staffer named 
Bruce Timm came up with a 
character design for Batman. In¬ 

dependently, they showed their work to 
MacCurdy, who saw the potential of putting 
Timm’s stylized characters into Radoms- 
ki's Dark Deco Gotham City, and asked the 
two to produce a presentation reel to show 
the studio. MacCurdy told them to make it 
look like the old Max Fleischer SUPER¬ 
MAN cartoons. 

“1 wanted it to be very Fleischeresque, 
having that style and look,” said MacCurdy. 
“They both responded to that very positive¬ 
ly. What was real important to me was that 
BATMAN would be distinctive in its look 
and style. And while you can say that’s 
what you’re going to do, to a lot of people, 
until you really show it to them, no one gets 

An early Batcave design sketch by Ted Blackman, the principal background 
designer at the beginning of the series whose look defined Gotham City. 

it. It was really important to me that from 
the very beginning everyone at the studio 
and Fox (TV, which bought the show] un¬ 
derstood what we were after.” 

Radomski and Timm were a bit taken 
aback by the mandate. “It would be easy to 
say that I’m a fan of the old Fleischer SU¬ 
PERMAN cartoons," said Timm. “We said: 
’Okay, sure. No problem. Those are only 
the most expensive cartoons ever made.’” 
[Paramount did indeed pay Fleischer Stu¬ 
dios $100,000 per episode or four times the 
cost of an average cartoon in the ’40s for 
that era.l That didn't deter the duo from get¬ 
ting to work. 

While Timm and Radomski were to 
spend the next month producing 
the short, MacCurdy and War¬ 
ner Brothers started negotiating 
to put the series in a package for 
Fox Television. The big selling 
point for the show was that the 
first episode would appear 
shortly after BATMAN RE¬ 
TURNS. 

“I don't know if the series 
would have been made if it was 
not for the Tim Burton movie,” 
said Timm. “In fact we had to 
buy the rights back from Nel- 
vanna in Canada. They bought 
an option on the character for a 
series back in 1987 or ’88.1 re¬ 
member Bob Camp, when 1 was 

Batman battlas the Joker In Warner’s new animated movie BATMAN: MASK 
OF PHANTASM, opening nationwide December 25. Above: Title cards for 
the series designed by producer Bruce Timm. MacCurdy's Warner group 

has emerged aa one of the strongest new animation divisions In Hollywood. 



EPISODE 
GUIDE 

by Bob A Nancy Garcia 
Numbers in parentheses after 

airdutes indicate the order in which 
the episodes were produced. 
Episodes are rated: 

***** Musi see 
**** Excellent 
*** Good 
** Mediocre 
* Poor 

“You can't deny there’s somethin*: 
between us." —Cat woman 

“You’re right and I’m afraid it’s 
the law*" —Batman 

The Cat and 
The CLAW (PARTI) *** 
f 5 02 (0131 Snail by Smd t albcniw IWrrk anil 
I jrrn Hrifthi, IdcfilJi? by Jul« Ifeflni*- IHrrctrd 
by Krtia ANfcit \nlm*fton by Su«rtw. 

Catwoman takes on an evil 
corporation and a terrorist 
organization to save a mountain lion 

Meeting Catwoman for the first 
time on the rooftops of Gotham 
Chy In MThe Cat and the Claw," 

preserve. Batman gets involved, 
because the terrorists have hijacked a 
biological warfare weapon and are 
holding Gotham ransom. Wonderful 
action sequences, especially a 
rooftop meeting between Catwoman 
and Batman storyboaided by director 
Kevin Allien. “I use that as a 
example of how to board* when we 
hire people," said Altieri.44It has all 
my tricks in it Lame animation, but 
the hoard's good." 

Altieri called for an almost 
impossible hit of animation, a great 
scene where the Red Claw is briefing 
her men with a slide show staged so 
she moves in front of the projected 
images during the briefing/in 
cartoons if you want lines to bend 
over characters, it's not a trick, it s 
real animation," said Altieri. “You 
shouldn't do it The chances of it 
working are astronomical, but 1 went 
for it anyway, and they did it! They 
blew so many other simpler things, 
and this they pulled off." 

“Any nut case who dresses up like 
a bat, sooner or later, is bound to 
snap." —Bullock to Mayor Hill 

On Leather Wings **** 
|*11 S»or> pad iHtflit b) Mllrb Hrt»n. 

INfrvtBlbj Koim Ahkri. AaMfcn tn Sprrtram 

A bat like figure attacks a security 
guard and Batman is blamed. 

Batman, caught In the light ol a 
police SWAT team come to capture 

him In “On Leather Wings." 

Detective Harvey Bullock is given a 
Bat-task force by the Mayor and 
District Attorney to capture Batman. 
We follow Batman's step-by-step 
investigation, his battle with police, 
and the discovery of the Jekyll and 
Hyde-like character of Dr. Kirk 
Langstrom. a.k.a. Man-Bat. a giant 
half-man. half-bat creature. 

All in all a great introduction to 
the series. Harvey Bullock, District 
Attorney Harvey Dent, Police 
Commissioner Gordon, and Mayor 
Hill arc introduced in nicely moody 
scenes. This episode clearly 
establishes that Gordon is not going 
to be a sit-by-the-sideline 
milquetoast like the old live-action 
series. The light and fun version of 
Bruce Wayne is clearly counter- 
pointed with his dark brooding 
Batman persona. And after the 
mystery is solved, the show climaxes 
with an incredible aerial battle, 
dramatically designed by director 
Kevin Altieri and superbly rendered 
by Spectrum Animation. 

"To me. this is almost the 
quintessential episode of the show.” 
said producer Bruce Timm. “It's got 
almost everything in it that you want, 
the mood, the mystery, and Batman's 
really cool. It’s got this great villain, 
and it's scary, exciting and funny.” 

“Freeze." —Batman 

“Mister Freeze to you." 
—Mr. Freeze 

Heart ofJce ***** 
1*141 Slur, ■«! Ickpln b* Paul I Mai. 

ntmrud bj Bwc Timm. Valmalwa by Spninim. 

Batman tries to foil Mr. Freeze in 
his attempts to create a powerful 
freeze gun and discovers how 
corporate executive Mr. Boyle is 
responsible for dooming Freeze to a 
life in a sub-zero world. In an 
entirely new twist on the villain. 
Freeze goes mad. believing all 
emotion has been frozen out of him. 
Batman tries to stop Freeze from 
assassinating Boyle, who was 
responsible for the death of Freeze s 

wife. 

Clayface reforms himself after 
falling from the top of a building 

to elude Batman in "Feat of Clay." 

The new take on this old comic 
book villain came out of early 
development talks between 
producers Eric Radomski, Bruce 
Timm and Paul Dini. Timm came up 
with the idea that Freeze barely 
escaped dying in a cryogenic 
experiment gone wrong, and 
considers himself dead. As a result, 
he doesn't fear death and has no 
emotions. 

Timm not only had to act as 
producer on the show hut also as 
director because they were so far 
behind schedule. Recalled Timm. “I 
didn't have a storyboard team so 1 
got Doug Murphy. Phil Norwood, 
Joe Denton. Mark Wallace. Curt 
Geda and Lorenzo Martinez. 1 took 
anyone who had two days available, 
using people from other crews that 
had down time. They did a very good 
job and I didn't have to change a 
whole lot.” 

Timm noted he had difficulty 
getting voice actor Michael Ansara 
to play it “flat'' for the role of 
Frecze/Dr. Fries. He was acting too 
much.” said Timm. *‘It was really 
frustrating for him. He had never 
done cartoons before and an actor's 
first natural instinct is to act. He kept 
giving these line readings with all 
this inflection in them. 1 kept telling 
him it had to be less, a lot less—like 
a robot. He kept saying it sounded so 
flat. Everybody else was looking at 
me too. and was asking me if I was 
sure. To them it sounded fiat. 1 think 

Doomed scientist Mr. Freeze, 
spurred to revenge at the thought 
of his dead wife in “Heart of Ice." 

it really sells it. I wanted his voice to 
sound like the Ebonites in that old 
OUTER LIMITS episode: 
‘Nightmare.’ They sound real 
metallic and hollow. I even played 
that for him at the recording session, 
and explained that was what I 
wanted it to sound like. It drove the 
sound guys crazy doing it." 

Feat of Clayjpakt d *** 
U121*201 Slorj bj M»r» W ulfrain nd Mkh**l 
Krivn. Trirpta) bj M»r* WoKnu. [Hr*rt«J by 
IMck Srbut. Ablmalh* bjr AKOM. 

The origin of Clayface. After an 
accident, actor Matt Hagen is offered 
an experimental restorative skin 
cream to save his face by 
manufacturer Roland Daggett. 
Unfortunately, the effect is only 
temporary, and Hagen is forced to do 
dirty work for Daggett in order to 
keep getting his "fix,” impersonating 
Bruce Wayne so Daggett can take 
over Wayne Enterprises. A massive 
dose of the restorative cream over his 
entire body turns Hagen into 
Clayface. 

While the story moves along 

working on the BEANIE AND 
CECIL show, showing me these 
drawings for Nelvanna, which 
were his ideas on how to do 
BATMAN. It was very modern 
and hip. but still had this very 
kid’s show mentality about it. 
Bright colors and all that stuff. 
That's obviously how they 
thought people perceived Bat¬ 
man. The Tim Burton movie 
changed the public’s mind 
about how Batman should be 
treated.” 

MacCurdy had wanted to do 
a serious BATMAN back in the 
’80s before the Burton movies. 
“When Alan Burnett and 1 
worked at Hanna-Barbera we 
worked on development of 
BATMAN for Saturday morn¬ 
ing, and were not able to do it.” 
said MacCurdy. “Partly I think 
because we both wanted it to be 
dark and serious, and conceptu¬ 
ally it wasn’t really acceptable 
yet. 

"Batman has always been a 
property that I personally have 
been extremely fond of, said 
MacCurdy. “I’ve always found 
him to be an interesting, kind of 
sexy character. There’s a depth 
to him. partly from his psy¬ 
chosis, 1 guess. Because Warner 
Bros had the second movie 
coming out, the timing was 
really right to have the series 
come out right after.” 

When MacCurdy presented 
BATMAN to Fox, she told 
them that it would be a dramat¬ 
ic series. She had complete faith 
that they could pull it off. "I 
thought there was endless story 
potential,” said MacCurdy. 
"With this styling and with this 
look. I really felt that we could 
make an artistic statement that 
could make a difference.” 

Fox bought the show as part 
of a package, with only slight 
reservations. “There was some 
concern about BATMAN play¬ 
ing too old,” said MacCurdy. 
“Certainly from the advertising 
point of view, but it’s got a 
strong enough following that 
those concerns have been over¬ 
come.” 

Timm and Radomski fin¬ 
ished their presentation reel and 
got called in to MacCurdy’s of¬ 
fice a few weeks later. Recalled 
Radomski,uJean said, ‘Every¬ 
body’s loved this thing. How 
would you like to produce the 
show?’ I think both of our jaws 

conliiiurd on page 75 



MASK OF PHANTASM, 
THE ANIMATED MOVIE 

How the direct-to-video feature got 
upgraded to theatrical movie release. 

Originally conceived to keep animators busy 
between seasons, the movie pits Batman against 
Joker and Phantasm, a mysterious new villain. 

By Bob Garcia 
BATMAN: MASK OF 

THE PHANTASM, open¬ 
ing nationwide in theatres 
December 25, began as a 
direct-to-video feature at 
at Warner Bros. “The 
original idea came out of 
a series of conversations 
between Bob Daley, Ter¬ 
ry Seme), Sandy Riesen- 
bach and myself,” said 
Warner’s animation presi¬ 
dent Jean MacCurdy. 
“We were thinking about 
what would be a good 
way to continue the series 
and into what other forms 
we could take it. The 
made-lo-video movie was 
the answer.” 

Sweeping action ad¬ 
venture storylines were 
being considered when 
producer Alan Burnett 
suggested doing a more 
personal love story. Re¬ 
called story editor Mi¬ 
chael Reaves of the conversa¬ 
tion over lunch, “I thought that 
was very daring," said Reaves. 
“I suggested that we tell the sto¬ 
ry about the one woman for 
whom Bruce would have given 
it all up. He sparked to that and 
we laid out the basics right 
there.” 

Noted Burnett, “Even 
though it was originally slated 
for direct-to-video release, I 
wanted it to have the feel of a 
movie, and felt we needed real¬ 
ly strong emotions. So we de¬ 
cided that years ago, Bruce fell 
in love with Andrea Beaumont 

and wanted to marry her. She 
brought to his life something he 
hadn't had in years, happiness. 
Then she left town and severed 
their relationship.” 

Burnett and Reaves devised 
a story that brought Beaumont 
back to Gotham City just as 
Phantasm, a new villain, was 
engaged in a campaign to wipe 
out rival criminals. “While Bat¬ 
man is trying to track down this 
killer, he's haunted by his one 
true love,” said Burnett. “As he 
gets deeper into the mystery, he 
finds there is not only a connec¬ 
tion to his girlfriend’s past, but 

to the Joker as well. A fi¬ 
nal cataclysmic fight pits 
Batman against Phantasm 
and the Joker and the love 
of his life hangs in the 
balance.” 

A series of flashbacks 
show Bruce Wayne’s ear¬ 
ly attempts at being a vigi¬ 
lante before he created the 
Batman persona. In a se¬ 
quence inspired by Frank 
Miller’s and David Maz- 
zucchelli's comic series 
Batman: Year One, Wayne 
dons black leathers and a 
mask to go out and fight 
crime. The flashbacks al¬ 
so depict Wayne and 
Beaumont’s love affair. 
“We have nicknamed this 
sequence ‘The Last 
Temptation of Batman,”’ 
said producer Timm. 

The Joker enters the 
picture when a gangster, 
fearing a hit from Phan¬ 
tasm, hires him for pro¬ 
tection. “The Joker gives 

the movie a great big shot in the 
arm,” said Timm. “He comes in 
as you’re beginning to think 
that this is too heavy for a car¬ 
toon. He’s hilarious. Even 
though he’s scarier and meaner 
than he ever was in the series, 
he’s funny. Without a doubt, 
it’s Mark Hamill’s best per¬ 
formance. He’s way at the top 
of his form in this movie.” 

The final, dramatic con¬ 
frontation between Batman, 
Phantasm, the Joker, and Beau¬ 
mont is set at the site of Gotham 
City’s World Fair: a setting 
combining elements of New 

BATMAN aka Bruce Wayne, first 
appeared in Detective Comics #27 (May 
1939). Orphaned after the murder of his 
parents, Bruce Wayne developed his 
crime fighting abilities over a 15-year 
period, becoming adept at acrobatics 
[Batman #4, above. Winter 1941). 
stunts, boxing, martial arts, science, 
disguises and detective skills. Combined 
with a strong sense of honesty and 
justice. Wayne became the Masked 
Manhunter, an obsessed, relentless and 
potentially lethal fighting machine bound 
by a personal code which forbade 
killing. After receiving his inheritance, he 
returned to Wayne Manor, the family 
home, and while sitting in the study, the 
flight of a bat through an open window 
provided the impetus for Wayne to 
become Batman. Officially, the police 
consider Batman a vigilante, although 
eventually he was deputized. This 
nocturnal, obsessed vigilante, dubbed 
the Dark Knight, a version in vogue for 
the last decade, actually harkens back 
to the earliest adventures and is in 
sharp contrast to the daytime adventurer 
largely seen until the late '60s. in 
addition to the devices on Batman's 
utility belt, recent years have shown his 
increased reliance on high-tech 
weaponry. Character sketch below 
designed by Bruce Timm./Jo# Dearie 
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ROBIN aka Dick Grayson, was part of 
a trapeze act, the Flying Graysons, and 

became Bruce Wayne's ward after his 
parents were killed in an accident. 

Batman had been featured in only 11 
issues before Robin's comic book origin 

in Detective Comics #38. April 1940. 
This issue depicted him watching his 

parents hurtle to their death due to acid- 
weakened trapeze ropes. Modem 

interpretations have Grayson grasping a 
guy -wire to escape death as the trapeze 

rig collapses. As he matured. Grayson 
decided that he no longer fit the image of 

a Boy Wonder, and subsequently 
became Nightwing, allowing junior high 
school student Jason Todd to take over 
the role of Robin. The name Robin was 

chronicled as a derivation of both the 
bird and Robin Hood. Although the Boy 
Wonder initially carried a slingshot, his 

utility belt later contained a number of 
useful gadgets. Robin has appeared in a 
series of solo stories over the years. He 

is shown battling the clock on a Salvador 
Dali-inspired cover from Star Spangled 
Comics #79 (April 1948 above). On the 
animated series. Grayson is In college 

and helps Batman occasionally as 
semester breaks and vacations allow. 

Animated Robin designed by 
Kevin Nowlan, below./Joe Desrls 

it I wanted to have 
the feel of a movie, 
with really strong 
emotions. It is the 

love of Batman’s life 
that is at stake. J5 

—Producer Alan Burnett— 

Young Bruce Wayne with Andrea Beaumont, the 
love of hla life (above), and years later, during 

Batman's dangerous hunt for Phantasm (below). 

York’s 1939 and 1964 
World’s Fair. Story edi¬ 
tor Paul Dini had wanted 
to use the abandoned 
fairgrounds of the 1964 
fair as a setting since 
1990, when he and Timm 
drove past its “sad and 
decrepit remains" on a 
trip to New York. Noted 
Dini, “When we were 
looking for a way in the 
movie to convey the 
hopefulness that Bruce 
and Andrea were under¬ 
going when they were 19 
and looking toward the 
future, we thought ‘Let’s 
do the World’s Fair,’ 
where the focus was on 
mankind and technology 
working together to 
make a bright, glorious 
future. 

“It plays on the idea 
of the lie of the future as 
seen in our own lifetime, 
from the early ’60s. One 
of the indignities I go 
through every now and 
then is, ‘Where the hell is 
my jet pack? 1 still have 
to drive to work?’ None 
of that came true. That 
sort of parallels what 
happens to Bruce and 
Andrea, they’re looking 
ahead toward the future 
in this golden paradise 
that’s going to be Goth¬ 
am City, and the happi¬ 
ness they’ll know togeth¬ 
er as a couple. And sadly, 
none of it comes true. 
The future just didn’t 
work out like anybody 
planned.” 

The battle between Batman 
and the Joker breaks through 
the various exhibits with star¬ 
tling speed, wrecking miniature 
cities and swinging around gi¬ 
ant globes on sets bigger and 
more elaborate than any de¬ 
signed for the TV series. Unen¬ 
cumbered by television’s 
Broadcast Standards and Prac¬ 
tices, director Kevin Altieri 
gives the fight a few deadly 
twists like the Joker’s lapel 
flower shooting acid, not a gas 
as it did in the television series. 

And Batman is a bit grim¬ 
mer, so determined to take out 
the Joker that even when the 
villain screams at him, “You id¬ 
iot. I’m your only way out of 
this. Let me go or we both die!" 
Batman answers simply. 

“That’s the idea.’’ 
Even though there’s some 

restriction on blood—Altieri 
had to take out a shot of Batman 
stabbed in the shoulder—the se¬ 
quence is so violent the produc¬ 
ers are worrying that it might 
push the movie to get a PG-13 
rating, and Warner Bros has de¬ 
manded that they deliver a PG 
rated film. “The studio wanted 
to make sure the movie wasn’t 
too dark or too far out,” said 
Jean MacCurdy. “They certain¬ 
ly wanted something that was 
accessible for kids as well as 
adults." 

Such worries are a far cry 
from television's BS&P restric¬ 
tions which didn't even allow 
them to point a gun at someone. 
“In the first five minutes, we 
have things we weren’t able to 
do in the series,” said producer 

Eric Radomski. “We have 
guys with handguns di¬ 
rectly taking shots at Bat¬ 
man, who retaliates with 
fist-to-face. Someone ac¬ 
tually gets killed." 

The murder actually 
got toned down a bit. 
“This comes from the ex¬ 
ecutives on the lot," said 
Radomski. “They only 
had other very minor sug¬ 
gestions about changes. 
Although, we would have ! 
liked to push it just a bit 
more, you don’t need to 
see anyone getting their 
head blown off.” 

The PG rating means 
more to Radomski than 
just being able to be more 
violent. “It says this is a 
real drama, and you have 
to have some wits about 
you to understand what 
this story is about. While 
I’m sure young kids are 
going to come see it for 
Batman, I don't think 
they’re coming to see this 
psychological crisis we 
put him through. They 
want to see him run 
around the screen. And I 
don’t think the rating says 
keep the children away 
from this, as much as it 
says this movie has an 
adult appeal. This is for 
people who are looking 
for a real movie, not just 
an expansion of the TV 
show. We’re just pushing 
what we’ve done and tak¬ 
ing it a step further.” 

The final script was assigned 
to the show’s story editors to 
write. Paul Dini wrote the Jok¬ 
er’s scenes and the first rooftop 
confrontation between Batman 
and Phantasm. Producer Alan 
Burnett and Martin Pasko wrote 
the movie’s dominating flash¬ 
back sequences of Andrea and 
Bruce falling in love. Michael 
Reaves wrote most of the final 
act, with its confrontation be¬ 
tween Batman, the Joker and 
Phantasm. 

Unlike the television series, 
where flashbacks were always 
rendered in sepia tone, the 
movie’s flashbacks—almost 
half its running time—are set 
off visually with ripple dis¬ 
solves, the present dark and 
grim and the past bright and op¬ 
timistic. 

“We’re also going to really 
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Framed lor Phantasm's crimes, Batman battles a police helicopter against the Gotham City akyllne. 

give the music a more positive 
attitude," said Radomski. "Goth¬ 
am is always grim, and the mu¬ 
sic is always deep and forebod¬ 
ing. We did the same thing with 
the designs of the characters, 
dressing them up a little bit. I 
believe all these things together 
will convey that this was a more 
optimistic time in Gotham 
City.” 

When the script was finished 
in November 1992, Alan Bur¬ 
nett submitted it to the Warner 
Bros executives. They had 
asked to see the script, with the 
idea that it might be profitable 
to release as a theatrical film, 
and even had Burnett come over 
and give them a pitch. 

President Jean MacCurdy re¬ 
membered the reaction on the 
lot. “Everyone got quite excited 
about it. It was a terrific script. 
We realized we have quite a 
wide following and the show is 
not a kid’s show by any means. 
It’s a show that appeals to a 
very broad group of people, and 
it probably could work as a fea¬ 
ture release. They did some 
brief market testing on it to see 
if people would be interested in 
seeing an animated feature of 
BATMAN, and the answer was 
yes.” The decision to release the 
film theatrically was reached in 
February 1993. In November 
the movie had gone into pro¬ 
duction. But that decision was 
finalized in February 1993 and 
in November when the script 
was finished, the movie had to 

go into production. 
Series directors Dan Riba, 

Frank Paur and Kevin Altieri 
were each given a section of the 
movie divided up by location. 
Boyd Kirkland was given all the 
flashback sequences. “There is 
a lot of romance and drama set 
up in the flashback sequences, 
and Boyd was the guy we want¬ 
ed to handle it," said Radomski. 
“It kept things uniform for the 
film.” 

After working hard on the 
series first year, the staff was 
looking more forward to a va¬ 
cation than more work at the 
time. “No one was gung-ho 
about it, regardless of whether it 
was a feature or not,” said 
Radomski. “We had done our 
duty for the series, and just 
wanted to go lay in the sun. We 
got the first set of rough story¬ 
boards from everyone, and they 
were just okay, but they weren’t 
pushed. They were just so used 
to the cost-saving methods they 
had come up with for the day¬ 
time series that they used those 
methods for the feature film.” 

Radomski and Timm called 
a meeting of the entire staff and 
had a rather heated discussion 
to encourage pushing the movie 
to the limit. Radomski said he 
was very pleased with the re¬ 
sults. “They realized they could 
ask for more elaborate camera 
moves and effects than they 
could on the show, and they 
started making this stuff even 
better than we had originally 

expected.” 
The storyboards were done 

by Brad Rader, Mike Goguen, 
Kevin Altieri (who boarded 
much of the climax himself), 
Doug Murphy, Curt Geda, Ron¬ 
nie Del Carmen (who worked 
for Paur and Kirkland), Gregg 
Davidson, Boyd Kirkland, 
Frank Paur and Butch Lukic 
(who did the vigilante se¬ 
quence). 

For the movie, Warner Bros 
Animation’s computer division 
was asked to model a two- 
minute 3-D sequence: a com¬ 
puter-generated flight through 
Gotham City, for the movie’s 
credits, supervised by Alan 
Brown. “We picked the best 
buildings from the last 65 
episodes rendered by the crew’s 
background artists (Russell 
Chong and Steve Butz] and set 
them in place throughout the 
motion path,” said Brown. “Af¬ 
ter two months work we ren¬ 
dered the sequence directly to 
35mm film in about 50 hours 
with 64 processors.” 

Voice director Andrea Ro¬ 
mano gathered the cast together 
for a two-day recording mar¬ 
athon soon after the production 
began. In addition to regular 
cast members, Kevin Conroy 
(Batman), Bob Costanzo (Har¬ 
vey Bullock), Bob Hastings 
(Commissioner Gordon), Mark 
Hamill (The Joker), Efrem Zim- 
balist, Jr. (Alfred) and Lloyd 
Bochner (Mayor Hill), added to 
the mix was Stacey Keach as 

Fine, most of the people in it are very 
unsympathetic, even Barman. He 
interrogates a criminal by terrorizing 
him. He smashes up the guy's car in 
midair using the Batwing, and then 
drags him through the Gotham River 
at high speed. Batman fully lives up 
to co-author and story editor Michael 
Reaves* vision of the dark avenger: 
“He's not the same Batman who 
makes that sanctimonious speech at 
the end of ‘The Underdwellers/” 
said Reaves. 

The animation is only average. 
“This was the First episode done by 
AKOM's C-Team of animators, and 
it really bummed us out when it First 
came in/* said producer Timm. "That 
show probably had more retakes than 
any other, nearly completely redone 
two or three times before we could 
actually air it without cringing.” 

“I’m not an actor anymore. I’m 
not even a man.’* _Clayface, 

Feat of Clay 
(PART 2) ***** 
WWI2 (#211 Sion by Min Wothnin ud Mlckatl 
Ki«m THepU} by Mkfcarl Rntn. Ihmlrd by 
knii AJikrl lilouiioi by TMS. 

After Matt Hagen discovers he 
has been turned into Clayface, he 
goes after Daggett's men. He runs 
afoul of Batman who stops him from 
carrying out his vengeance. Then he 
decides to go after Daggett himself, 
when the corporate bad guy is doing 
a talk show. 

TMS did the best animation of 
the series for this episode. “The 
second part had maybe six retakes on 
the whole show, which is 
incredible,” said producer Bruce 
Timm. “The First time we saw it in 
the editing room, we couldn't believe 
how beautiful it was. It has all those 
transformation effects that only TMS 
could do. It was after these two 
episodes that we decided that any 
two-parters we did would have to be 
done at the same studio.” 

Clayface transforms, tortured by 
video Images of his life as actor 
Matt Hagen In “Feat of Clay II." 

Timm had a theory why TMS did 
such a good job, which he felt 
resulted from Warner Bros* demand 
that they redo the opening sequence 
for the series. Noted Timm, “I think 
when we shipped them ‘Clayface/ 
they said to themselves: ‘They think 
they know everything, but we'll 
show them how to do this show. 
We'll change Batman's colors. We’ll 
do special color key treatments on 
the villains when they're walking 
over the green vat. We Ml blow them 
away.’ If that's their revenge, thank 
you for proving us wrong. I was so 
happy w ith that episode." 
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CATWOMAN first appeared in 
Batman U1 (Spring 1940) as a jewel thief 

Known as Cat. Early in her career, the 
Queen of Crime developed a reputation 

for being unwilling to commit murder. By 
1946, Catwoman began to be 

associated with feline motifs and 
paraphernalia in her crimes, including a 

cat-o'-nine-tails, pet cats, a kitty car 
roadster, a cat-shaped airplane and 

steel daws for climbing buildings. The 
beautiful Princess of Plunder has also 

used a labyrinthine "cat-acombs" 
hideaway, similar to the Batcave. Until 

the introduction of a body suit in the 
'60s' BATMAN TV series, Catwoman 
was usually depicted wearing a dress 

(Batman M2. August 1947, above). 
Historically, there has been a romantic 

attraction between Catwoman and 
Batman., who has occasionally allowed 
her to escape and has even saved her 

life. The animated series depicts Cat- 
woman and her alter ego Selina Kyle as 
rich, glamorous and stunningly beautiful. 

She also contributes large donations to 
animal protection organizations. Shown 

below is an early Catwoman concept 
designed by Bruce Timm, before the 

character was made to resemble 
Michelle Pfeiffer as she appeared in 

BATMAN RETURNS./Joe Dearie 

it The Joker gives the 
movie a shot in the 
arm. He comes in 

when you’re thinking 
this is all just too 

heavy for a cartoon. 99 

—Producer Bruce Timm— 

both Phantasm and Carl 
Beaumont, Dana De¬ 
laney as Andrea Beau¬ 
mont, Abe Vigoda as 
Salvatore Vallestra, Dick 
Miller as Chucky Saul, 
John P. Ryan as Buzz 
Bronsky, and Hart Boch- 
ner as Councilman 
Reeves. 

“This was right before 
Christmas,” said Roma¬ 
no. “The timing was both 
good and bad. Some peo¬ 
ple were on vacation, and said 
yes. Others who we really want¬ 
ed were not available because 
they were out of town.” Ro¬ 
mano had a bit of fun casting 
Bochner as the Batman-bashing 
Councilman Reeves. “Lloyd 
Bochner played Mayor Hill on 
the series and 1 always thought 
it would be fun to have his son 
Hart come in and have them 
work together." 

When the storyboards of the 
script ran long by half, Timm 
and Radomski cut them and re- 
boarded some sequences to fit a 
video budget. “We pulled our 
hair out trying to get it down to 
a manageable length,” said 
Timm. “If we had known it was 
going to be a theatrical feature 
we would have let it run long¬ 
er.” 

Timm and Radomski flew 
over to Spectrum Animation's 
offices in Japan to review the 
storyboards with Spectrum 
owners Norio Fakuda and 
Yukio Suzuki. The studio was 
to provide layouts for the entire 
film and half of the animation. 
The group then flew to Dong 
Yang studios in Korea to review 
the work that was to be animat¬ 
ed there. 

When word came through 
that the film would be released 
theatrically, Timm and Radom¬ 
ski grappled with Warner’s re¬ 
quest that the animation work in 
a 1.8:5 as well as a television 
aspect ratio. “At first we 
thought it would be a night¬ 
mare, and that we’d have to 
restage everything,” said Timm. 
“Fortunately we didn’t. 

“It worked in both formats, 
in full-frame and wide screen. I 
only had to shift it slightly, up, 
down, left or right. I drew right 
on the board with my little 
[1.8:5] template, and gave that 
to them as a guide and left it up 
to them. What’s forgiving about 
a 1.8:5, is that it’s not a super¬ 

wide screen format. You’re 
really not losing that much off 
the top and bottom.” 

The news that the film was 
going to be released in theaters 
left director Boyd Kirkland with 
reservations. “I was excited that 
we were finally getting some¬ 
thing into the theaters, but ide¬ 
ally I would have liked it to 
have been something we had 
done that was designed as a the¬ 
atrical release, with much more 
lead time. The decision to re¬ 
lease it theatrically was made 
too late in production. A feature 
should have one head, one mind 
in control of the whole thing. 
This was basically a project to 
keep all of us busy between sea¬ 
sons. All of the directors 
worked on it, plus [producers] 
Bruce [Timm] and Eric [Ra¬ 
domski]. It will be interesting to 
see if it all comes together.” 

Because of the crush of the 
December release, layouts 
weren’t checked and okayed 
prior to animation. The produc¬ 
ers were disappointed with the 
first batch that came in. “It was 
obvious they didn’t stick to our 
boards,” said Timm. “The 
boards were practically tight 
enough to be layouts. We knew 
this was going to be theatrical 
quality, so we even took an ex¬ 

tra precaution of shadow¬ 
ing the whole board be¬ 
cause we wanted to make 
sure the shadows were go¬ 
ing to be in the right place 
on the characters. When it 
came back, they had 
changed things quite dras¬ 
tically. We were very dis¬ 
appointed and surprised. 
It was a case where they 
wanted to feel creatively 
involved in the process." 

The result? “We’re 
calling for a million retakes 
from Spectrum on it,” said 
Timm. “But the schedule 
doesn’t change, so they just 
have three times as much work 
to do in the same period of 
time.” The problem didn’t ex¬ 
tend to Dong Yang’s animation 
because the studio’s overseas 
animation coordinator Ric 
Marich caught most of the prob¬ 
lems in Spectrum’s layouts be¬ 
fore they got into production. 

In June a Leica reel (the sto¬ 
ryboards shot to the correct tim¬ 
ing) was shown to the staff and 
garnered mixed reactions. The 
flashbacks proved difficult to 
follow necessitating more work 
to make them stand out, but the 
story was judged to have 
worked. “It flowed so smooth¬ 
ly,” said Timm. “We sat there 
for an hour and twenty-five 
minutes and it felt like an hour. 
It was nice to see that the story 
really worked.” 

Noted producer Alan Bumett 
of his reaction to the reel, “This 
is a terrific graphic novel for the 
screen. I was hoping it would 
be. If what we put up on the 
screen is an absorbing graphic 
novel for the audience, I will 
come away clicking my heels.” 

In October, the final stages 
continued on pagr 125 

Phantasm, assassinating tho crooks of Gotham City, bumps off a gangster 
In a Gotham graveyard, the motives of the mysterious murderer a mystery. 



hit the floor. We thought to our¬ 
selves,* Holy Shit, what’s this?’ 
Neither of us had ever produced 
on that level: 65 episodes!” 

Timm and Radoniski had 
never really worked together 
before. “All I knew of him was 
that he was a background 
painter on TINY TOONS,” said 
Timm. “I thought it was really 
strange that Jean made him co¬ 
producer of the show. I had 
done all types of stuff on TINY 
TOONS: character designs, sto¬ 
ryboards, background de¬ 
signs—just about everything. 
So it kind of made sense to put 
me in charge, but I didn't know 
where she was coming from 
putting Eric in charge. Neither 
Jean nor I knew anything about 
Eric’s extensive production 
background at Reinert.” 

MacCurdy noted that the an- 
nointing was purely gut instinct. 
“They seemed like earnest 
young men," she said, laughing. 
“I told them actually that I 
thought they both had enough 
guilt that they would make good 
producers. Because if you are a 
producer, what you have to do 
is worry all the time and they 
both looked like they’d worry a 
lot. And they both really cared 
passionately about it and that’s 
very important.” 

After Fox bought the pack¬ 
age, Warner Bros Animation 
started to expand, and quickly 
outgrew its space on the lot. 
The offices were moved to the 
old Lorimar Telepictures build¬ 
ing and eventually filled three 
floors, grow ing to almost 200 
staff members. Work bega n on 

producing the 
contracted-for 65 
episodes in Novem¬ 
ber 1990, with no 
time allotted for de¬ 

velopment. “Normally, when 
you go into production on a se¬ 
ries you have a certain amount 
of time just to develop the show 
before you actually start work¬ 
ing on episodes,” said Timm. 
“But we didn't have any time. 
When it was sold, we had an air 
dale and a production schedule 
to keep. So it was ‘Make it up 
as you go along.’ and we said 
‘Okay!’—We didn't know any 
better. We didn't know how it 
was done—so we just did it." 

Noted Radomski, “Once we 
got going, I was searching 

9f10*2 lil 11 Story by Tom Kun&kr. TfkpUy by 
C,mrim Wolf IHnrtrd by Boyd Kirkland 
Yn i mil inn by Spectrum 

Boss Thome is engaged in a gang 
war with Amie Strom we 11 and 
Stromwcirs son has disappeared. 
Thinking that Thome has kidnapped 
his son, StromweU arranges a 
meeting with the crime boss. But he 
ends up spending the night with 
Batman, who shows him his son has 
not been kidnapped but is in a drug 
detox center recovering from drugs 
his organization imported. The 
gangster realizes his life is falling 
apart. Angry and in danger from 
Thome’s men, his only hope is his 
brother and Batman. A homage to 
gangster movies with references to 
everything from THE GODFATHER 
movies to TRUE CONFESSIONS, 

“It’s a real witty script and Boyd 
Kirkland did a great job directing it/* 
said producer Bruce Timm. “His 
storyboards were staged brilliantly. 
There’s this one great shot on the 
storyboard. You're looking at a 
church and the camera pans to where 
a restaurant is. I found that it was the 
first time I actually thought of 
Gotham as a real place. It’s easy for 
the city to be just a backdrop, but 
here it felt like it had geography .” 

Noted director Boyd Kirkland, “I 
like shows that get into human 
dilemmas where you see into 
characters’ minds. This is one of my 
favorite shows. Another reason I like 

“These are ‘dummy' books.” 
—Batman 

“Yeah, and you're the dummy,” 
—StromweU, pulling 

out a Tommy gun 

It’s Never Too Late ★** 

4You’re crazy!” 

*1 had a good teacher.' 
-Joker 

,'hartic 

JOKER’S Favor 
*/ll.*2 1*211 Story and Irkptay by Paul Dial. 
Ilimird h> Boyd Kirtdiiid Ynitnitka by Doa§ 

V«H 

Charlie Collins curses out a 
fellow motorist on the expressway 
who unfortunately turns out to be the 
Joker The villain spares Charlie's 
life in return for an unspecified 
favor. Years later, Charlie is brought 
in on a plot to kill Commissioner 
Gordon during a memorial dinner. 

A mythic story seemingly right 
out of a Joseph W. Campbell treatise, 
Charlie Collins is an average man 
who encounters the deadly insane 
world of the Joker and through an act 
of uncommon courage sets himself 
free. A scene in the woods where a 
backlit Joker appears to cut his deal 
with Charlie is particularly chilling. 

In the dinner sequence, Harley 
Quinn gasses the banquet members 
dressed in a very tight police 
woman's outfit. At one point, she 
uncrosses her legs in what the 
producers termed an unintentional 
Sharon Stone scene. “We didn't ask 
for it," said Timm, “hut it showed 
up. We just hoped the BS&P lady 
wouldn’t notice ” BASIC INSTINCT 
has nothing to worry about. 

“Red Claw—a woman?” 
—Batman 

“Do you have a problem with that?" 
—Red Claw 

The Cat and 
the Claw <part 2) * 
9ft1/«L If l*t Si ary by Stub i -ih*rinr Derek mod 
Iaiti Bright. Irk play by join ikoais. IHmlrd 
by Dkk SrfeavL \mmmtkm by AkOM. 

Catwoman and Batman both go 

The Infamous long and deadly kiss 
lovely Poison Ivy plants on DA 
Harvey Dent in “Pretty Poison/1 

after corporate villains who threaten 
Gotham. The pair are strapped to a 
stolen container of germs, with acid 
dropped on the outer casing, 
Catwoman gets free, and Batman 
sets up an explosion to destroy the 
facility and the deadly germ warfare 
canister, while Red Claw and 
Catwoman battle outside. However, 
the terrorist escapes. 

Plot holes render this almost 
incomprehensible. Batman's solution 
to destroy an airborne virus is to 
blow it up and hope the flames kill it. 
And Red Claw, a typically stupid 
villain, decides to duke it out with 
Catwoman, instead of leaving the 
scene of the crime unscathed. 

The animation by AKGM is 
abysmal “The whole end sequence 
was geared around the explosions, 
and they were some of the worst 
explosions you'll ever see,” said 
producer Bruce Timm. "We retook 
all of them two or three times. They 
were still awful, but we ran out of 
lime and had to air them.” 

“Who are you?” _Acrook 

“I'm your worst nightmare/’ 
—Batman 

Pretty Poison AAA 

“The sequence where Daggett 
and Germs are walking over that 
green vat, those characters look like 
they're three-dimensional. They look 
like they're rotoscopcd. When 
Daggett slowly turns toward the 
camera, the shadows really wrap 
around his face. It’s as if they're 
real! They did all those colors 
themselves. We couldn’t even ask 
for those colors if we wanted to. 
They aren’t even in our palette. They 
had to specially mix those colors." 

Shirley Walker, supervising 
music composer for the series, found 
the task of scoring this episode quite 
a challenge. “It was demanding 
story-wise," said Walker. “There was 
so much going on. I was so proud of 
it that I submitted it for Emmy 
consideration, and that's the one that 
I got a nomination for/' 

Grim# boas Arnold StromweU, 
saved from a Boas Thorne booby 

trap in “It s Never Too Late/* 

this so much, is that Batman is not 
driving around playing catch-up. He 
knows what's going on and is 
behind-the-scenes manipulating the 
situation to serve his ends. To me, 
this is the epitome of how Batman 
should be portrayed.” 

*14*2 if5* Slory by Paul him and Vtklurl 

Rfim. I rkpilBV by Tnw kur^r. [Hrrdd by 

Boyd kirUtad. \nimitkj* by Sunriif. 

Poison Ivy attempts to murder 

Bruce Wayne's best friend. District 

Charlie Collins, styled after 
producer Alan Burnett, one ups 

the Joker In “Joker's Favor." 

Red Claw with an airborne virus 
she Intends to unleash on Gotham 
City In “The Cat and The Claw U." 

Attorney Harvey Dent with a long 
deadly poisoned kiss (the length of 
which was cut by BS&P). While 
Dent is hospitalized. Batman battles 
Ivy in her greenhouse. Ivy's persona 
is that of the standard femme-fatale. 
The show is rife with overt and 
subtle sexual imagery. 

“It wasn't intentional, but the 
Venus Fly-trap creature looks like a 
vagina w ith teeth,” said producer 
Bruce Timm. “Originally, it looked 
like Audrey II, and I said ‘Naww, 
let’s not do that, what other kind of 
plant can we do? What if it’s like a 
big snow-peapod?1 I started 
sketching it out, and stopped when 1 
realized what it looked like, but it 
worked. In a way, it’s a very good 
visual metaphor for what she is, a 
man-killer/’ 

For the scene where Poison Ivy 
slinks out of a restaurant, and all the 
men turn to watch her go, the Sunrise 
animators could not animate her 
derricre to look as seductive as the 
producers wanted. The task finally 
fell to storyboard artist Chcn-Yi 
Chang, who animated the sequence 



at Warner Bros with cels shipped 
overseas for Sunrise to film. 

“I am vengeance. I am the night. I 
am Batman.'* 

Nothing to Fear *** 
Mjm lf)l ind irlcplit bt Itan (Mnij 
A Sru C *lb*n*r Oenk. lUnttnl kj Bo>d Kirk* 

Uad. Aaiautioa b) Hoag \ *n* 

The Scarecrow is trying to 
destroy Gotham's University, 
because they stopped him from 
continuing his fear experiments there 
while he was a professor. Batman 
exposed to his fear gas begins to 
have hallucinations of his father 
reprimanding him as a 
disappointment. 

Tiki episodic for its own good, 
this show features the origin of the 
Master of Fear. The Scarecrow. 
While there is an absolutely stunning 
battle aboard a flaming dirigible that 
makes up for most of the bad pacing, 
the ending is predictable, with the 
Scarecrow foiled by his own fear 
gas. A silent epilogue with Bruce 
putting roses on his parents' grave is 
beautifully animated and a wonderful 
touch to an otherwise mediocre 
script. 

"It was written by Henry Gilroy, 
who had never written cartoons 
before." said producer Bruce Timm. 
“He was a film editor here and 
always wanted to get into writing. At 
ihe lime we didn’t have a story 
editor, so we gave it a go. When he 
turned in his first draft, which wasn't 
bad. we had hired our first story 
editor. Sean Derek. We immediately 
came to loggerheads over this show. 
Some of the dialogue she changed 
wasn't changed for the better." 

This was the test show for Dong 
Yang, one of the series most reliable 
overseas animation studios. They 
pulled it off beautifully with only 
one glitch, the studio changed the 
look of the main villain. “On the 
model sheets, the original design 
looked really great” said Timm. 
"We drew him as if his body was all 
busted up. giving him this really 
weird scarecrow posture all very 
bent and twisted. However, when 
Dong Yang animated him they 
straightened his posture. We changed 
him for subsequent episodes." 

An oddity in this show is the fact 
that while BS&P’s cardinal rule is 
that no one can be killed in the 
series, they allowed a flaming 
zeppelin to crash in downtown 
Gotham City, never commenting on 
the surrounding buildings or the 
people in the street it must have 
landed on. 

Confronting an Illusion of hla 
father s death s head brought on by 

Scarecrow In “Nothing to Fear." 

ERIC RADOMSKI, 
SERIES CO-CREATOR 

Devising a stylized noir look for the 
cartoon mean streets of Gotham City. 

By Bob Garcia 
Producer Eric Radom¬ 

ski doesn’t ever remem¬ 
ber reading a comic book 
in his life before BAT¬ 
MAN. “And I think this 
is to our benefit, because 
I’m not locked down to 
some religious takes on 
Batman,” said Radoms- 
ki. “It’s great what’s 
been done, but why not 
try something different. 
There’s no reason you 
can’t bend the rules. It’s 
important to have the 
comics background on 
Batman, but had we 
stuck only to what the 
comics had created, it 
would have been a com¬ 
pletely different show.” 

Noted Radomski’s co- 
producer Bruce Timm, 
“He comes in with a real 
fresh approach to what’s 
really cool from a purely 
layman’s point of view. 
Otherwise it would’ve 
turned into a fan-boy 
geek fest. When [direc¬ 
tor] Kevin Altieri and I 
start arguing about who’s the 
better artist. Jack Kirby or Neal 
Adams, Eric just looks at us 
and say, ‘What the heck are you 
guys talking about?"’ 

Like much of the BATMAN 
staff, Radomski was a veteran 
of Warners’ TINY TOONS, 
drafted by Warner’s animation 
president Jean MacCurdy to de¬ 
velop new shows, including 
TAZMANIA, GREMLINS, 
THE GRISWOLDS and BAT- 

term not locked down 
to some religious take 
on Batman. It’s great 

what’s been done, but 
why not try something 

a little different. 9 9 

—Producer Eric Radomski 

First-time producer Eric Radomski, part of 
the TINY TOONS staff picked by Warner * 
Jean MacCurdy to halp develop the eerie*. 

MAN. Like everyone on the 
TINY TOONS staff, Radomski 
had the opportunity to pitch 
ideas directly to MacCurdy. 

All of the shows were of 
equal interest to Radomski, 
who originally wanted to be an 
illustrator. “I did paintings for 
each,” said Radomski. “We 
each had to take the seed idea, 
and come up with a look for 
that particular show. What it 
might look like if I had the op¬ 

portunity to develop it.” 
For Gotham City, Ra¬ 
domski turned to his two 
favorite illustrators for 
inspiration. Bob Pack 
and Bemie Fuches. 

“They look nothing 
like BATMAN,” said 
Radomski. “Bemie Fuch¬ 
es did a lot of sports il¬ 
lustrations, oil painting 
with a lot of wiping color 
out with rags, just leav¬ 
ing it very painterly. Bob 
Peak is just the opposite, 
he did the APOCA¬ 
LYPSE NOW movie 
poster and you can trace 
him back to MY FAIR 
LADY, which is really 
colorfully lit with multi¬ 
ple composition of char¬ 
acters and colors.” 

But it was Peak and 
Fuches that influenced 
Radomski to create the 
technique that gives 
Gotham City it’s startling 
look: painting the city's 
buildings on a black 
board. “Tim Burton 
movies’ darkness and 
mysteriousness were 

really the influence for our 
Gotham," said Radomski. “Bob 
Peak and Bernie Fuches sug¬ 
gested detail techniques which 
I’ve picked up on and applied 
to the look of the show. You 
see elements of detail, but you 
don’t see everything. Your 
imagination fills in the gaps. I 
just remembered that, and did a 
treatment on black, because I 
knew Gotham City had to be a 
dark, mysterious place. 
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John Calmette’s evocative background painting for “Christmas With the 
Joker," an example ot the nolr look Radomskl established for the series. 

“Because of the amount of 
work you have to generate with 
animation, I wanted to make it 
as simple as possible,** said 
Radomski. “When we got into 
production I didn’t want to be 
swamped with an incredible 
amount of painting. Typically 
in cartoons, the characters live 
in a wooded area, something 
real simplified. But Gotham 
City is nothing but architecture, 
hard-edged lines and very accu¬ 
rate angles. And you can’t nec¬ 
essarily cheat perspective, oth¬ 
erwise the audience will look at 
it and say: ‘Jeez, that doesn’t 
look right.’ It’s a real obvious 
mistake, if you don’t get per¬ 
spectives or scale in compari¬ 
son to characters right. 

“The idea came to me, that 
we have to cheat this somehow. 
We can’t literally paint all of 
these buildings into these back¬ 
grounds. So while black imme¬ 
diately set it in nighttime, 1 lit 
the buildings (using airbrush) 
with a light source, which 
would catch one edge of the 
building, and suggest the detail. 
Then 1 put in a few flecks of de¬ 
tail in that lighted area. That’s 
all you need to see. It’s an old 
Disney process, that they call 
‘pools of light.’ It's where the 
character works. You add the 
detail, color and your most in¬ 
teresting lighting in that area, 
but everything else is sec¬ 
ondary. 

“Keeping that in mind, you’ll 
see on an establishing shot that 
most prominent building is the 

building lit the most. Everything 
else may be just a silhouette of 
shapes against a red sky. And 
that’s all you need. You know 
it’s a city. You know it’s big, 
and you know its mysterious. 
You don’t have to get in there 
and put in every detail. You 
suggest what the audience needs 
to see, and let the rest spring 
from their imagination” 

Co-producer Bruce Timm 
took some convincing to accept 
the apointing on black tech¬ 
nique. Recalled Radomski, 
“When he saw it the first time 
he thought; *Jeez, we’re going 
to have Elvis paintings here.’ 
But we had a pencil-test camera 
[a color video camera and mon¬ 
itor] to show him and others 
how it would look under the 
camera. Once you put these 
paintings under light, the color 
throws a strong contrast, and 
they really brighten up a lot.” 

MacCurdy liked Rasomski’s 
style for BATMAN, and paired 
him with Timm to produce a 
presentation reel for the show. 
When that proved a success, 
she hired them as producers to 
whip up the shows for already 
scheduled air dates. 

Radomski is still surprised 
by the whirlwind pace of it all. 
“My biggest influence, after 
Disney, was Warner Bros,” 
said Radomski, who hails from 
Cleveland. “Daily after school I 
would watch Bugs Bunny, 
Daffy, Coyote and Road Run¬ 
ner. They were the best. Now I 
work for the studio." □ 

around town to get as many 
available artists as possible." 
“Warners was just starting up 
and we only had one crew of 
guys with TINY TOONS, and 
that show was going into a sec¬ 
ond season. With both shows in 
production at the same time, we 
were only able to rob a couple 
of artists from TINY TOONS. I 
ended up literally calling every¬ 
body on the union list to get the 
rest. We had these guys filtering 
in, and slowly but surely we as¬ 
sembled a crew and got going. 

One of the first things the 
crew started working on was the 
background look for the show. 
“The first thing we did was 
manage to steal Ted Blackman, 
a background designer from 
TINY TOONS," said Timm. “I 
have known Ted since our 
MIGHTY MOUSE days. We 
had him design the look of 
Gotham City. Now, Eric had his 
background treatment of paint¬ 
ing on black paper (a liquidtcx 
acrylic paint through an air¬ 
brush onto a two-ply black 
board]. So we knew that’s how 
we were going to paint it, but 
we still didn't have the actual 
design. But I always knew I 
wanted to do something really 
Deco, because I’m just a real 
big Deco fan.” 

Noted Timm, “We didn't 
want our Gotham to look as to¬ 
tally menacing as in the films, 
for two reasons: one, just be¬ 
cause 1 didn't want to do what 
Burton had done and two, I 
wanted to do a different kind of 
Gotham City. It was something 
we decided to do early on. I re¬ 
alized that for animation pur¬ 
poses, we could not get that 
kind of Baroque detail on the 
screen and make it work like it 
does in live-action. It just 
wouldn't look the same. 

“Working with Ted Black¬ 
man and Eric, we came up with 
this look that seems to be a lot 
more detailed than it is. All the 
buildings arc basically big slabs 
that have an interesting shape, 
but without a lot of detail. There 
arc very few windows on the 
buildings, there's almost no or¬ 
namentation, no spires and gar¬ 
goyles (there are a few, but only 
enough to read: if they're al¬ 
ways there, you’re not going to 
even see them.) We would fo¬ 
cus in on certain buildings and 
make that the predominant 
piece of the composition. It ac- 

“It’s a birthday candle I designed. 
This one blows you out.” 

—Joker to party guests 

Bk a Clown ***★ 
Wli/n Sion trifplij by Trd Prtmn 
nod Slnf llitn. Dim, trd by Pnik Pour. 
Ailtulkn by AKOM. 

The Joker crashes the Mayor's 
son’s birthday party as Jecko the 
Clown, and plants a bomb at the 
Mayor’s mansion. The mayor’s 
estranged son runs away from home 
and hops on the Joker’s getaway 
truck that takes them both to an 
abandoned amusement park. The boy 
gets taken under the Joker's wing 
and when Batman appears, the boy is 
confronted with the danger he’s been 
in all the time, as the Joker reveals 
Batman in a deathtrap. 

During the climactic rollercoaster 
chase, the Joker’s lapel flower 
originally squirted acid, making the 
scene much more dangerous, but 
BS&P said that was too threatening 
and it was changed to the flower 
squirting gas. 

The Joker In disguise presents the 
mayor** son with a special 

birthday candle In “Be A Clown,'1 

Noted producer Bruce Timm, 
who came up with the idea for the 
show, “I started with this image of 
Batman and this kid who is in some 
kind of peril. At the time I thought of 
a burning building. The kid is 
deathly afraid of Batman, because he 
is so scary. And Batman is not used 
to dealing with kids, because he’s 
just a dark avenger of the night. 
Batman yells at the kid to give him 
his hand and the kid backs away. So 
in the midst of all this flaming 
debris. Batman consciously has to 
calm down and try to be nice. 
There's supposed to he this touching 
moment where the kid breaks down 
and takes Batman's hand,” 

Timm credited storyboard artist 
Phil Norwood for the brilliant bit of 
the Joker tapping his cane along a 
fence, and for staging the 
rollercoaster finale in an exciting but 
economical fashion. "We knew 
immediately we didn’t have the 
budget that Disney’s ROLLER 
COASTER RABBIT did,” said 
Timm "We had to figure out a way 
of doing all that really neat fast 
action on a roller coaster without 
having to animate perspective. 
Norwood figured out a Lot of 
interesting little cheats, and fortun¬ 
ately AKOM pulled it off, which 
they don’t normally do,” 

Noted director Frank Paur, "I still 
had the same storyboard crew I had 
on ’The Underdwellers’ and I was 
still having problems with them. A 
freelancer jumped ship on me and 
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ruined it for me. He just looks like a 
normal guy, not a supervillain, So 
we're bringing him back next season, 
and he'll be in all black." 

The Clocktower battles, 
storyboarded by Brad Rader, is 
director Kevin Albert's homage to 
CASTLE CAGLIOSTRO. a 
Japanese feature animated by 
Miyazaki. “That movie is what got 
me into animation," said Alticrei. “I 
was happy doing special effects in 
films, until I saw Miyazaki's work. 
It’s limited animation, but he's 
telling a real story with real 
emotion." 

Comic book RASHOMAN, under 
Interrogation the officers tell their 

story to Lt. Hackle In “P.O.V." 

playing high-school football when 
his dad yells at him because he was 
using teamwork: ‘Don’t be a team 
player, be a star. Being a team player 
is for losers. Go out for Number 
One, Pal. ” 

The cuts necessitated the addition 
of an action fight scene at the end as 
Montoya tracks the criminals to a 
warehouse by the docks. “BS&P had 
a fit because there was so much 
violence,” said Timm. "I had to 
dance around it by explaining the 
difficulties created when we took out 
all those flashbacks. They had us 
make a number of changes. 
Originally, the scene where the 
driller is going after Montoya with 
the drill went on a lot longer. The 
guy chased her on top of a big pile of 
crates and he was ramming the drill 
into the •‘rates. We got into a lot of 
trouble with that. [BS&P's| Avery 
Coburn said it was the most horrible 
rape fantasy sequence she'd ever 
seen. We agreed immediately to take 
that whole sequence out, but because 
it upset her so much, she really went 
to town on that whole episode.” 

“I'm here to dean your clock, 
Fugate.” —Batman 

The Clock King **** 
• 2L12 lfZ5l Ston trlrpUy b> Wtae. 
IHrrrted by krtm \Jfieri, Ynimalmn by Nlppoi 

Siuriftr. 

Another off-hand comment by 
Mayor Hill, like his comment that 
incenses the Joker in "Be A Clown", 
sets him up as a target for another 
super villain, the Clock King, who 
believes the mayor has ruined his 
life. The show ends in an incredible 
giant Clock tower battle with the 
Mayor's life hanging in the balance. 

“The Clock King was always 
planned as ‘the most anal-retentive 
person on the planet, " said producer 
Bruce Timm, “a straight guy with 
this little bowler hut and suit and 
briefcase. We originally intended it 
to suggest a stiff-upper-lip British 
gentleman. When the show came 
back, he was wearing brown. It 

Tha Clock King enacts his revenge 
In s homage to Japanese animator 

Miyazaki In "The Clock King." 

“Not a funny bone in his entire 

—Alfred about Batman 

The Last Laugh *** 
9 219; 1M1 Sturt and Irlcplat by Carl Saratoa. 
Itimird by Krtia Alilari. Animation by AKOM. 

It’s April Fools Day and the 
Joker is steering a garbage barge 
down the river while pumping a 
deadly laughing gas throughout 
Gotham. The city is helpless with 
laughter, and the Joker's robbing it 
blind. Batman gets dumped in the 
middle of Gotham harbor by the 
Joker's robot henchman Captain 
Clown. 

Director Kevin Alticri plusscd 
the script with more exciting action, 
devised with storyboard artists Brad 
Rader and Tony Salmons. “Other 
than dialogue, what you see on 
screen doesn't really resemble the 
script at all,” said Altierci. “In the 
original. Batman kept getting 
garbage dumped on him." 

Flawing Joker's robot henchman 
Captain Clown In an April Fool's 

Day caper, "The Last Laugh." 

Alticri also came up with a new 
weapon for the Joker, to stave off 
Batman on a catwalk. Noted Altieri. 
“While I was sloryboarding that 
sequence I wondered what would the 
Joker do? Throw a knife? No. I 
thought of the old poker trick with 
the card up the sleeve, and it would 
be a stainless-steel card. Zwock! " 

The producers learned a valuable 
lesson about Broadcast Standards 
and Practices in Batman's fight with 
the robot henchman Captain Clown. 
“We found out that we could beat the 
crap out of him. because he's a 
robot." said producer Bruce Timm. 
“It was great. We didn't know if we 
could get away with that, but we 
look a chance. We had Batman pick 
up a pipe and bash him in the head, 
and there was no objection.” 

“That was the first Joker show 
that Shirley Walker scored," said 
Timm. “Her Joker theme was hip- 
hop. It was so far away from the 

"Freeze maggots! You’re all under 

arrest. —Bullock to crooks 

P.O.V. ***1/2 
t IHf2 Story by Scu C nor Dtitk, 
I jrrn Bright mnd Milch Hria*. Trlrpii? bJ Utrtk 
and Briftfel- IHrwtrd by krrin Alticri. Yntmuiioa 

by Spectrum, 

An homage to RASHOMAN. 
Cops Harvey Bullock, Renee 
Montoya and rookie Wilkes are 
being questioned about a botched 
arrest and the subsequent torching of 
a warehouse involving Batman. The 
three tell their stories, and the 
internal affairs officer, Lt. Hackle, 
demands their badges. The 
flashbacks showing the officer’s 
stories arc almost without dialogue, 
leaving the story to be told solely by 
the action on the screen, a masterful 
job of direction by Kevin Altieri with 
stunning animation by Spectrum, 

Altieri recalled the script was 
much more complex when he 
received it: "We cut out flashbacks 
to Montoya's youth when she was 
called a liar. And flashbacks to 
Bullock's youth when he was 

Bruce Timm shut himself off in his 
room and did a wonderful job 
storyboard ing the second act." 

APPOINTMENT IN 
Crime Alley^ ***** 
*/l7/*2 Sloo mmd trie plat by Carry Com- 
t»By> [Nrnrtrd by Buyd Kirkland. Animation by 

Ifetag V lug. 

Roland Daggett can’t convince 
the city to condemn Crime Alley* 
when he wants to build a 
development there, so he plans to 
blow up the street and make it look 
like an exploding gas main. His 
demolition men capture the woman 
who raised Bruce Wayne after his 
parents were killed. Dr. Leslie 
Thompkins, and when she misses her 
annual appointment at the crime site 
with Batman, the Caped Crusader 
Batman goes looking to find her. 

'it’s the one show that makes me 
cry at the end*" said producer Bruce 
Timm, “It’s very understated,** 

Noted story editor Michael 
Reaves. “Originally this story was 
written to satisfy a request by the 
network. They wanted a day in the 

Batman makes a daring attempt to 
stop a runaway trolley car In 

“Appointment In Crime Alley," 

life of Batman. We tried to make that 
work* and realized we couldn’t, 
because you need an engine to drive 
the story. There had to be some 
reason for us to keep watching.'1 

Features an incredible sequence 
in which Batman attempts to stop a 
runaway trolley by blocking it with 
the Batmohilc. 

tually focuses your attention 
more on what you're trying to 
get across." 

Noted Radomski, “The 
backgrounds are designed, al¬ 
most like a paint by number." 
Once the building is designed in 
a black and white form, you al¬ 
ready have your black shapes 
outlined for you. As a painter, 
all you have to do is think 
what's going to be the coolest 
color combination here on the 
light side, in moody lighting. 
The black areas are already 
done for you. so all you’re do¬ 
ing is filling in the blanks. That 
allows the artist to have a little 
more time to concentrate on 
color schemes. So you can get 
some real cool, moody color 
combinations against the black, 
really making it look rich and 
elegant. 

“There are a lot of tech¬ 
niques you can do with the air¬ 
brush. If you take the tip of the 
airbrush off, you can spatter, so 
you get a texture on the walls, 
giving it a gritty kind of look. If 
it’s a rainy night or a misty 
night, it's real easy with the air¬ 
brush to soft focus the distant 
buildings. It gives it a real feel¬ 
ing of fog, as opposed of trying 
to draw it in. You can suggest it 
with the airbrush around the 
backgrounds, and it looks just 
like a foggy day.” 

When Radomski developed 
the scries background tech¬ 
nique, he had thought that 
BATMAN would probably be 
animated by the same people 
he’d been working with for the 
past year on TINY TOONS, 
TMS Animation Studio in 
Japan. But, it didn’t work out as 
planned. 

“TMS came in at the very 
beginning of the show and they 
walked,” said Timm. “They 
didn't want to do the show. It 
was too difficult for them to do 
for the type of money we were 
offering and they only wanted 
to work with Spielberg. They 
decided they wanted to work on 
ANIMANIACS, which is the 
next Spielberg show. We were 
very upset.” 

As a result, BATMAN has 
been animated at several over¬ 
seas studios, including Dong 
Yang, Sunrise, Spectrum. Jade, 
Blue Pencil, AKOM, and even 
TMS. (when ANIMANIACS 
wasn’t being shipped fast 
enough, they ended up doing 



BRUCE TIMM, 
SERIES CO-CREATOR , Devising a new and distinctive look for 

the Caped Crusader in animation. 
By Bob Garcia 

Producer Bruce Timm 
has been caught up with 
Batman ever since he first 
saw the ’60s TV show as a 
kid. “I didn’t realize it was 
supposed to be a comedy," 
he said. “I took it all seri¬ 
ously." Timm trained him¬ 
self as a comic book artist, 
but found work instead in 
cartoon animation, on 
shows like G.I. JOE and 
HE-MAN. 

In 1987 Timm went to 
work at Ralph Bakshi’s stu¬ 
dio on MIGHTY MOUSE. 
“I did it so I could work 
with John Kricfalusi 
[the creator of REN & 
STIMPYJ,” said Timm. “It 
was easily the most fun job 
I ever had in animation. 
Everything else before that was 
just sort of go in, sit down, do 
your work, don’t think about it, 
and go home. It was very tame, 
but at the time it was outra¬ 
geous; especially for network 
TV which had monstrous re¬ 
strictions. We were doing all 
sorts of weird and nutty stuff 
and getting away with it. We 
used to stay until midnight and 
beyond to make it as good as 
possible. 

Timm followed Kricfalusi to 
DIC to work on BEANIE AND 
CECIL, a disaster due to fights 
between ABC and the produc¬ 
ers for creative control. Re¬ 
called Timm, "The BEANIE 
AND CECIL debacle was so 
odious, 1 basically quit and said 
I would never work in anima- 

| 

First-time producer Timm, a Ian of the 
old '60s Adam West series who became a 
driving force behind the animated show. 

tion again." 
Timm tried to get work on 

comic books, but DC or Marvel 
Comics didn’t seem to be inter¬ 
ested. He worked for First 
Comics as a colorist, putting in 
long hours for little pay and get¬ 
ting sick on marker fumes. “Out 
of the blue, [Kricfalusi associ¬ 
ate] Bob Camp called me up 
and told me Warners was doing 
TINY TOONS," recalled Timm. 
"After BEANIE AND CECIL I 
decided I would no longer care 
about any project ever again. 
I’d just do my job and take my 
paycheck.” 

Timm worked on TINY 
TOONS at Warners almost two 
years, actually enjoying the 
show, and as production wound 
down, Warner Animation’s 

president Jean MacCurdy, 
put out the call for develop¬ 
ment ideas on a number of 
properties including BAT¬ 
MAN. 

“I went nuts,” said Timm. 
"I went back to my desk, 
and I had this TINY TOONS 
board I was supposed to be 
doing and I put it aside. I sat 
down and whipped out these 
Batman drawings, and they 
were what I always wanted 
to draw Batman like. 

“I’d never been able to 
draw him like that before, it 
was weird. I always loved 
Batman since I was a kid 
and always tried to come up 
with my own version of the 
character. I’d either do a 
Bob Kane-style Batman or a 
Frank Miller-style Batman, 
and I never could find my 

own identifiable Batman de¬ 
sign. Within an hour I had all 
these drawings, and the next 
time Jean [MacCurdy] had a de¬ 
velopment meeting I went in 
with these drawings, and she 
said; ‘That’s perfect. That’s just 
what he should look like."* 

Timm soon started work on 
the show, but his initial ideas 
were somewhat different than 
the direction eventually taken. 
“If I had my druthers at the very 
beginning of the show, I 
wouldn’t have done it the way 
we did," said Timm. “I actually 
had a very different look in 
mind. I actually wanted to do 
the show a little bit more color¬ 
ful, a little bit more graphic, a 
little bit more stylized than it is. 
Even though, the look of the 

JOKER. with green hair. chalK-white 
face and hideous grin originated from 
swimming in a catch basin of chemical 
wastes. His early victims were marked 
by a Joker playing card and wore a 
grisly Joker-esque grin thanks to the 
Clown Prince ol Crime's most 
dangerous weapon: Joker venom. 
From 1942 until the early 1970s, Joker 
ceased being a murderer, preferring to 
match wits with Batman. Since then, 
his murderous rampages have 
returned. Joker emerged as an 
undesirable genie on the cover of 
Detective Comics $69 (November 
1942, above). First appearing in 
Batman $ 1 (Spring 1940), he has 
graced the covers of more Batman- 
related comic books than any other 
villain. Similar to his recent comics 
origins, the animated series portrays 
Joker, designed by Bruce Timm and 
Kevin Nowien. below, as first 
encountering Batman during a botched 
robbery at the Monarch Playing Card 
Company, where he leapt into a 
drainage vat of chemical waste and 
later discovered that his skin had 
become white, his hair green and his 
mouth warped into a nasty permanent 
red grin. The series has added Harley 
Quinn as his accomplice./Joe Dearis 
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££l actually wanted to 
do a show a bit more 
colorful, graphic and 

stylized than it is, 
something that is a 

little more bizarre.5 * 

—Producer Bruce Timm— 

Danny Elfman sound, I was stunned. 
But then i thought; 'Man. this is 
really cool.*” 

Eternal Youth_*** 
9/25/911#291 Slur* nod irlept** h* Brih Barm- 
Itrift Ihmird by Krria YHwri, Vnimain-n by 
SapriK 

Poison Ivy is luring polluting 
industrialists to her spa, Eternal 
Youth. Once there she begins a 
process that will turn th:m all into 
trees. When she can't get Bruce 
Wayne, she does her dirty work on 
Alfred and his lady friend Maggie. 

Director Kevin Allien's staging 
saves a weak script, especially his 
idea for the giant tree that destroys 
Eternal Youth, which grows out to 
control after Batman spills growth 
formula on it The resulting mile- 
high tree where the building used to 
be is something that only animation 
can do. 

"There are things in scripts that 
are too mundane and you just have to 
restructure it to work for animation," 
said Aliieri. "There are things that 
animation docs really well. If the 
script doesn't have a recognition of 
that fact, any show I'm doing will, 
by the time it gets on the air I think 
I'm pretty good at that. In this 
episode, the giant tree was added by 
Brad Rader and myself," 

A minor problem is that Poison 
Ivy is off-model throughout the 
show. "Storyboard artist Mike 
Goguen gave us these really sexy 
drawings of Poison Ivy," said Aliieri. 
"And the animator overseas redrew 
her to be his idealized version of a 
woman. She's supposed to be petite 
and girlish, with a deep sexy voice. 
He drew her like a long-limbed 
woman." 

Poison Ivy, disguised as Dr 
Demeter out to eradicate world 

pollution In "Eternal Youth.'’ 

"If there's anything I know, it’s 
how to keep a secret” 

—Bruce Wayne to Harvey Dent 

Two-Face (Partu *★+*★ 
9/25*2 i«10l Sidc* by AUa Hurarfi Tflrpimy. 
Rend) KoftH himlrd by Krrtm AlUrrt 
VaioiatiuB bt IMS- 

Under the strain of running for 
re-election, D.A. Harvey Dent begins 
to get excessively violent. Under fire 
by Boss Thome’s men and some bad 
press because of his temper. Dent 
begins to crack. A fall into a 
chemical vat disfigures his face. In 
the final scene, he runs out on his 
fiance Grace and into the stormy 
night. 

A magnificent show, featuring 
the dynamite animation of TMS. The 
characters come alive in a story by 
producer Alan Burnett, delivering on 
the promise of having adult 

show today is very styl¬ 
ized, it still has a very re¬ 
alistic grounding. I ini¬ 
tially wanted to do some¬ 
thing a little more bizarre 
than that, a little bit more 
color saturated, with 
buildings more twisted 
and dense; a little bit 
more like the MIGHTY 
MOUSE style, but still 
keep it within a semi-re¬ 
alistic context." 

In retrospect Timm 
recognizes how difficult such a 
concept would have been to re¬ 
alize. "It would have been real¬ 
ly hard to get people to under¬ 
stand what we were trying to 
do,” said Timm. “We had a 
hell-of-a-time of hard time try¬ 
ing to find artists who could 
draw our current style, because 
it’s half-realistic and half car- 
toony. If we had gone the other 
way to the little more twisted 
MIGHTY MOUSE style, we’d 
still be trying to find artists to 
work on this series. It was actu¬ 
ally very helpful that Jean 
[MacCurdyl asked for it to look 
like the Fleischer cartoons. It 
gave us a little more ground- 
“ ft mg. 

Timm also thought the char¬ 
acter of Batman should have 
been handled very differently. 
“It has changed over the years,” 
he said. “I have to admit, I 
didn't really think too much 
about the dramatic aspect of it. 

At first, I wanted it to be a real 
scary and exciting adventure 
show. Going from Jean’s edict 
about making it like the Fleis¬ 
cher cartoons and knowing of 
the popularity of the first Tim 
Burton movie, I thought we'd 
do a straight, pulp style action 
adventure show that was dark 
and moody and exciting and ac¬ 
tion filled. I initially thought of 
the Batman character as being 
like a force of God, where he 
wasn’t even human. He’d show 
up and beat people up, and dis¬ 
appear without ever saying a 
word. I wanted to treat him as 
very grim and very mythical." 

“Whether that would really 
have worked for 65 half-hours, 
I don’t know. But, eventually 
the character evolved, and he 
has more personality and the 
more human aspects of him 
came out. And 1 think that’s 
fine, it works for the character. 
He’s a little off and while he’s 

not as psychologically 
screwed up as the 
Michael Keaton charac¬ 
ter, he’s definitely not 
your average Joe in the 
street. There's something 
off about him and I think 
that is kind of appeal- 
ing. 

Timm has been im¬ 
pressed with the drama 
the show has achieved 
through its animation. 
“It’s really weird seeing 

two-dimensional comic-strip 
characters painted with flat cel 
paint, and they’re completely 
believable characters having re¬ 
al adult conflicts,” said Timm. 
“For example. I’m constantly 
amazed while watching the 
episode, ‘Robin’s Reckoning.’ I 
can’t believe that is a cartoon. It 
works on all cylinders. It’s a 
heartbreaking show. 

“Another example is the sec¬ 
ond part of ‘Two Face.’ At the i 
end where his girlfriend Grace 
has her big confrontation scene 1 
with Two Face, she says ‘You 
don’t need this mask.’ You cut 
to that closeup of her face. 
She’s not even animating. It’s 
just a held drawing on her. 
She's just staring at his face, % 
but you know what she’s think¬ 
ing. She has so much compas- t 
sion coming out of her. I say to t 
myself *1 can’t believe this is a * 
cartoon. I'm getting so caught 
up in this.”* □ ' 

An early presentation concept before Warner’s Animation president Jean 
MacCurdy’a dictum to “make It look like Fleischer,” characters by Bruce 

Timm, background design by Ted Blackman, painting by Laura Lizak. 
Inset: The Flelecher-lzad concept used as a guide lor the look of the show. 
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situations and real emotions, the 
beginning of a strong upswing in 
quality for the series. 

"It was better than anything the 
comics had ever done on that 
character," said director Kevin 
Altieri of Burnett's story. "I’m pretty 
notorious for changing scripts, which 
I don't do with malice, but for a love 
of the medium. But that script didn’t 
need to be changed very much. 
There were embellishments I gave to 
it, like adding the rainstorms to the 
staging of the psychiatrist’s office." 

“At last we meet, face to face to 
face.*’ 

—Thorne to Two-Face 

Two-Face (Part 2> 
KIT) Moo >0d IrlcpUi h. Hand? Kogrf 

Dinctfd bjr krtia Allien. AalmaUoa b* I long 
Vu«. 

Two-Face is finally tipped over 
the edge into madness by the loss of 
his face, his life as Dent, and his 
fiancee Grace. He decides to destroy 
Boss Thome’s operations in Gotham 
City by violent means. Thome 
kidnaps Grace and she leads Two- 
Face into a trap. 

"This is such an adult show that I 
bet kids don't like it,” said producer 
Timm. “There's not a whole lot of 
action and Batman's hardly in it. It's 
a lot of talking heads. But it works 
on such a powerful emotional level 
that I'm sure that anyone over the 
age of six is going to get sucked right 
into it. It’s absolutely compelling. 
They always talk about the 
BATMAN films as being oh, so 
psychological. Bull. This episode is a 
compelling psychological drama.” 

A lightning flash reveals Harvey 
Dent’s transformation In the 

startling climax of “Two Face." 

The show's animation by Dong 
Yang isn’t up to the standards of 
TMS on Part 1, but director Kevin 
Altieri defended the studio. "It looks 
just like the layouts," said Altieri. "In 
part one, really great animators took 
some liberties from the layouts we 
provided." 

"I’ll drive real slow." 
—Batman, afler Robin's 

exposure to fear gas 

Fear of Victory *** 
MM21*24) Slorj ud idrplat b. Samurl 
Dim Jwph. IMrrflrd hi DkkSrbut. 
Wfcuttoa b* TMS. 

Scarecrow is instilling fear in 
Gotham's great athletes and then 
betting against their team to win 
money for chemicals. While Robin 
and Batman arc on their way to 
interrogate the Scarecrow at 
Arkham, they see a robbery in 

Harvey D«nt hides bis disfigured 
face behind a mask to see hit true 
love Grace In “Two Face, Part L" 

progress. In their attempt to stop the 
robbery high atop a skyscraper, 
Robin is petrified with fear in a nice 
VERTIGO inspired sequence. The 
Scarecrow has paid off a guard to 
escape but the Dynamic Duo foil his 
plan to fix a Gotham Knights 
football game, and Robin in spile of 
his fear rescues the crowd from The 
Scarecrow’s fear chemical. 

Excellent direction and beautiful 
backgrounds let you ignore the 
sometimes great, sometimes awful 
animation in this episode. One 
charming scene involves Batman 
falling through the apartment 
window of a woman dressed only in 
a bathrobe, and her predictable hut 
well-done reaction, accomplished 
with only her sigh prompting a smile 
and a wave goodbye from Batman. 

“Great TMS animation for a 
really stupid story,” said producer 
Bruce Timm. “A favorite sequence 
in that episode is where Scarecrow is 
going to that closed down arena, 
followed by the thug. There's some 
really nice staging there, really 
creepy and spooky.” 

I’ve got Batman 
in my Basement *** 
* Ml* 2 if] 2) Si or* And IrlcpUi by Sim <»nhim 
and Chii• HubbHJ. [Hrrctri by Ynmk Paur. 
ViJaitio* bf Itoa| Vug. 

A nice kid's show in which a boy 
and a girl discover the Penguin’s 
hideout, and end up having to keep a 
drugged, unconscious Batman away 
from the villain, hiding the Capcd 
Crusader at home in the basement. 
The final battle between Batman, 
armed only with a screwdriver, and 
the Penguin, armed with a blade 
from his sword-umbrella, is silly. 

"I think that if we hadn't gotten 
Alan Burnett to come over, we 
would have had a lot more shows 
like this one," noted director Frank 
Paur of the producer who stepped in 
to take control of the show's script 
process first season. Paur also 
disliked arming Batman with a 
screwdriver, but had his hands full 
wrestling with an as yet unsatisfying 
storyboard crew. “I had to get rid of 

The Scarecrow, the Matter of 
Fear, menacing an arena of 

sports fans In “Fear of Victory.” 

several episodes). Radomski 
initially had a difficult time sell¬ 
ing alt the studios on the tech¬ 
nique. 

“There was a learning curve 
with the overseas studios," said 
Radomski. “We had our tech¬ 
niques down, and they were in¬ 
terpreting our new painting 
style. The studios overseas are 
kind of production lines. They 
get their methods down and do 
their paintings. The traditional 
ways of doing things are pretty 
standard with all cartoon shows 
whether they have a different 
look or not. 

“Now our process pretty 
much stands that on its ear. We 
had to go overseas and convince 
them this was the way we had to 
do it, and it would benefit them 
in the long run. It simplified 
their work by half, because of 
the way the backgrounds are de¬ 
signed as a drawing. One-half 
or two-thirds of every back¬ 
ground is going to be black any¬ 
way, they would only be adding 
color to the light side. Once I 
was able to convince them that 
this was going to work, they 
started adapting their approach 
to it, and it ended up turning out 
great. 

“It also added to the uniform 
look of the series, because we 
dealt with upwards of seven stu¬ 
dios at any one time,” Radom¬ 
ski continued. “In order to keep 
the shows consistently looking 
like BATMAN, it had to be a 
style everyone could copy. Be¬ 
cause it was this simple airbrush 
approach on black, an almost 
idiot-proof style, you can’t real¬ 
ly screw it up unless you ab¬ 
solutely don’t know what you’re 
doing. It was not a hard sell, 
thanks to Warners Bros. They 
stood behind us and said ‘If it 
costs a little bit more, fine. 
We’ll support it because it real¬ 
ly does have this unique look.’” Madomski assembled 

a staff of background 
designers who creat¬ 
ed the locations 
for each episode: 
“There may be 30 of 

those designs for an episode,” 
said Radomski. “Whatever the 
story calls for we have to give a 
general design. There may be 
an establishing shot of an exte¬ 
rior of a building that has an of¬ 
fice on the inside. Maybe two 
views of that office for a re- 

PENGUIN aka Oswald Chesterfield 
Cobblepot was very young when his 
father died ot bronchial pneumonia. 
Since his mother blamed the death on 
being caught out in the rain, she insisted 
that her son always cany an umbrella. 
After the death of his mother left large 
debts which allowed creditors to take 
over the family bird store, an angry, 
bitter Cobblepot turned from college 
graduate to criminal for revenge. A natty 
dresser in tails, monocle, gloves and silk 
hat, the Man Of 1000 Umbrellas first 
appeared in Detective Comics #58 
(December 1941), known for his avian- 
influenced crimes. His ingenious lethal 
umbrellas have unleashed sneeze 
powder, sleeping gas. germs, wire nets, 
smoke cartridges, explosive shells, 
bullets, poison darts, acid, swords and 
fire (Batman #38, December 1946, 
above). His perilous parasols have also 
acted as a camera, pogo stick, heli¬ 
copter, boat, bulletproof shield and an 
acetylene torch. The Penguin of the ani¬ 
mated series is inspired by the portrayal 
in BATMAN RETURNS, a flamboyant 
and grandiose character who lives in 
Gotham’s sewers. Similar to the comics, 
he has a fondness for Shakespeare. 
Below, Bruce Timm’s comics inspired 
character design, not used./Joe Dearie 



TWO-FACE, aka Harvey Dent had 
half his (ace scarred by acid. Plastic 

surgery corrected his distorted features 
and he married gtrllned Gilda Gold, but 

an explosion undid the surgery and 
irreconcilably returned Dent to a hideous 

appearance. He turned to crime feeling 
(with perfect film noir logic) that fate 

decreed he was to be a criminal. His 
appearance in Batman H81 (February- 

March 1954) was his last adventure until 
a 1971 return Flipping a two-headed 

silver dollar (one side is scarred) 
determined a good or evil decision. The 

man with the double life has a two-toned 
car, pays cohorts with $2 bills, and 

committs crimes involving two of 
something, such as robbing occupants of 

two-wheeler hansom cabs (Defective 
Comics MO. October 1943, above). He 

has also robbed people at a doubles 
tennis match, in a two-story home and in 

a theatre playing a double feature. His 
hide-outs have included a two-masted 

schooner and a room containing two of 
everything. For the animated series, Dent 
is described as having been the victim of 

a refinery explosion which scarred half 
his face and body, twisting his psyche as 

well, leading him to join the underworld 
as Two-Face, character sketch below 
designed by Bruce Timm /Joe Dearie 

Batman ties up one of the Sewer King's alligator guards In “The Under-Dwellers," rescuing street kids. 

CCWith this styling 
look and endless story 

potential I felt we 
could make an artistic 
statement that would 
make a difference. M 

—Warner’s exec Jean MacCurdy— 

verse-angle shot. 
“These are not shots 

that arc always incorpo¬ 
rated into that show,” he 
continued. “We may have 
to do something that is an 
expanded view of what is 
called for in that shot, but 
it gives all the informa¬ 
tion. So that when the 
overseas studio has to in¬ 
terpret one of the over 
300 scenes in the show, 
we may send only 30 
keys. They have to interpret the 
balance of those backgrounds. 
Now, one of the backgrounds 
may be as simple as the upper 
corner of a room, but at least 
they have all the detailing infor¬ 
mation they need from those 
original background designs." 

In the last year many of 
those designs have been done 
on computer by Animated FX. 
The backgrounds are then sent 
from the designers to the pro¬ 
duction's painters. “Our paint¬ 
ers choose which ones they 
need to paint, because they 
don’t need to paint both views 
of something; they’ll paint just 
one master shot." said Radom- 
ski. “Then they set the color 
scheme, the lighting and the 
textures, which the overseas 
painters will take as their main 
blueprint. They’ll paint those 
corners of the room and what¬ 
ever angles are called for, using 
the color scheme and lighting 
that was given to them in the 

key. Basically, production in 
the states is a blueprint for the 
show. All the production art is 
done overseas. 

“Along with finished back¬ 
grounds I go through story¬ 
boards, background designs, 
character designs, and approve 
all of that stuff," said Radom- 
ski. “But a general rule we have 
for our crew is that we try to al¬ 
low them as much creative in¬ 
put as possible. We only had 
three principal background 
painters for the entire first sea¬ 
son: John Calmette, Russell 
Chong, and Steve Butz. We’ve 
since lost John, and we have a 
new guy for the second season: 
Charles Pickens. 

“Early on, I was on top of a 
lot of the master shots,” said 
Radomski. “I decided what the 
Batcave was going to look like, 
the city’s general color 
schemes, what colors we want 
to avoid and the lighting treat¬ 
ments we wanted to avoid. But 

after that, once the guys 
started to get into it and 
felt comfortable about it, 
I pretty much let them do 
their thing. I end up ap¬ 
proving all of the back¬ 
grounds that are done. 
For the most part there 
are minor changes, if I 
have any changes at all. 

"We assembled a cou¬ 
ple of workbooks, be¬ 
cause we had several stu¬ 
dios working on the 

show,” said Radomski. “Each 
studio got a workbook, and we 
had a master book here. Not on¬ 
ly does that help keep consis¬ 
tency, but it allowed our guys to 
call up stock references. So they 
don’t have to keep sending sam¬ 
ples of the Batcave. There must 
be 15 different paintings of the 
Batcave, with different loca¬ 
tions, different levels: different 
computer areas, where the Bat- 
boat is docked, all of those 
kinds of things. So they’re all 
logged in this stock book. 

“When we have another 
episode that calls for the Bat¬ 
cave, rather than paint it, they 
just designate the stock work¬ 
book number," said Radomski. 
“Then we send that along on a 
color storyboard that spells out 
for each of the scenes, what 
background to use. So every 
studio has the same stock 
book.” 

Along with the backgrounds, 
the characters had to be de- 
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most of these boards and start from 
scratch/* he said. “It was very time- 
consuming. Our schedule was so 
tight, that small things got by.” 

Noted producer Bruce Timm, “I 
can’t even watch that show. It's the 
epitome of what we don’t want to do 
with Batman. Strangely enough kids 
like it. The script came in and it was 
terrible. Normally, I tell the director 
to do what he can to make it 
interesting, and nobody could figure 
out a way to make it interesting. The 
storyboard artists didn’t care, and it 
shows/* 

*Tve had cals that made more 
noise than you." 

—-Commissioner Gordon 
to Batman 

Vendetta 
1*5*2 Ml) Story »"4 lHcpU> b> Mkbari 
Hri'n. IHrrrtfd by Freak P*ur. \nimiinm by 
Spectrum, 

A series of crimes are being 
committed in Gotham and the prime 
suspect is Detective Harvey Bullock. 
Commissioner Gordon believes he’s 
innocent and when Batman digs 
deeper, he discovers Killer Croc is 
trying to settle an old score by 
framing Bullock 

“This show has a lot of stupid 
stuff in it like Batman finds a 
toothpick and figures it’s Bullock/’ 
said producer Bruce Timm. “Duh! 
But it’s one of those shows that 
works purely on a visceral level. It’s 
well-staged and the animation is 
good. It’s really moody, It’s raining 
throughout the entire episode, which 
is really cool.” 

Killer Croc confronts Harvey 
Bullock after framing the Gotham 

City detective In “Vendetta.” 

Director Frank Paur praised 
Spectrum’s animation. “We wanted 
to keep the show heavy on the mist, 
the rain. 1 wanted reflections, mist, 
gentle rain to play up the whole 
motif. I was really worried at first 
that it would go to a bad studio/* 

Story editor Michael Reeves’ 
script was edited by Martin Pasko. 
Paur redid the last act himself “The 
original ending had a fight in the 
sewer between Batman and Killer 
Croc, “said Paur. “Killer Croc 
escapes to a Scaworld park where he 
gets knocked into a pool of electric 
eels” 

Prophecy of Doom ** 
10 b 92 (fit) Star? by Dennii Mirkv 1rtcpU> by 
Sras i itkrtic fferrL IHrnird by Freak Piar. 
AaimaUo* by AKOM. 

A con man posing as a 
clairvoyant is suckering rich 
millionaires by predicting disasters 
and then making them come true. 

Penguin threatens the unconscious 
crlmeflghter In "I’ve Got Batman 
In My Basement/’ scaring kids. 

Batman tracks Nostromos down, and 
the show ends with a climactic battle 
in an observatory full of ten foot tall 
models of planets carooming around 
each other 

This is an astoundingly average 
show, that only works if you can buy 
the fact that these millionaires arc so 
incredibly gullible. It seems only 
Bruce Wayne has the common sense 
to run a security check on 
Nostromos. None of the others 
bothered to find out he was an ex- 
con. 

The most disappointing thing in 
the show is the animation. The scene 
in the observatory falls flat. “If that 
whole end sequence with the 
spinning worlds in the observatory 
had gone to Junio or any other 
animation studio, it might have come 
off, but it went to AKOM/’ said 
Bruce Timm. "They just weren’t able 
to pull off that level of animation/' 

"That broke my heart” said 
director Frank Paur. “I designed 
these planets using a circle template. 
How hard is it to animate circles? It 
was done by hand, and if we had 
done it now, it would have been done 
on computer and would have looked 
spectacular. When 1 knew the show 
was going to AKOM, a studio I’d 
had a tong history with, I knew they 
weren't going to be able to pull it off. 
Admittedly, it was a tough sequence, 
but they should have been able to do 
it ” 

“Only vampires loathe daylight 
more than Batman," _Alfred 

The Forgotten ***1/2 
10 & 92 («J| Sion b> Van < mlhrrinir Derrk ud 
Gar* Gmfltftd. TekpUy b* Juki Desalt, 
Richard Murifcr asd Sr*a i atheHse Dmk. 
fHmfrd by Boyd Kirkland. Animilioa by Ik»ng 

Ymjt 
Batman goes undercover to find 

out who’s kidnapping homeless men. 
Captured himself, he’s brought to a 
mine in a desert location and 
temporarily loses his memory. After 
defending one of his fellow prisoners 
he’s thrown into the “box.’’ The heat 
brings on hallucinations that reveal 
who he is and he escapes. In the 
meantime, Alfred has been searching 
for him, eventually bringing the 
Bat wing and the Batman costume. 
One by one. Batman picks off the 
guards in a great action sequence set 
in a mine. Alfred’s detective work, 
Wayne's hallucinations in the box, 
and the final tunnel battles (lit in 
stark black and white, a suggestion 
by producer Eric Radomski), are 
handled with enough innovation and 
wit to keep the story moving rapidly. 

This is another message show put 
forth by the original story1 editors. “I 

didn’t want to do this show from the 
very beginning/’ said producer 
Bruce Timm. “Sean Derek was big 
on doing shows with social 
messages. And my big problem with 
message shows, is that you can’t 
solve the world’s problems in a half 
hour cartoon. If you raise the issue of 
homelessness, what can you do? It 
makes the episode look very 
exploitive, because you’re just using 
the problem as an exotic background. 
You can’t discuss the problem on 
any meaningful level in a 22-minute 
action cartoon. So I put in the dream 
sequence with Bruce in the barracks 
where these multitudes of people are 
looking to Bruce for a handout, and 
he doesn’t have enough money for 
them all, and they’re surrounding 
him and suffocating him. It’s not 

Nostromos plays an elaborate and 
deadly con game on Gotham City’s 

rich In “Prophecy of Doom." 

enough for him to put a band-aid on 
the problem at the end, by offering 
the two guys a job. It just doesn’t 
work.” 

BS&P undercut the script’s 
essential message, as director Boyd 
Kirkland explained: "There was a 
sequence at the beginning where 
Batman is wandering around the city, 
trying to find out why people were 
disappearing. It was staged with 
homeless people hanging around on 
sidewalks; families, mothers and 
kids. They made us take all that out 
of the boards. They said it was loo 
much for kids to see that maybe a 
woman or a family can be out on the 
streets. They specifically asked that 
we only show men as homeless." 

♦Til prepare your usual breakfast, 
sir: toast* coffee, bandages,” 

—Alfred to Bruce Wayne 

Mad as a Hatter ★★★★1/2 
10 12*2 |I2T) Slor* ud trkpbt by Paul Dial. 
Direct ed by Freak Paur. Animation by AKOM. 

The Mad Hatter origin: Jervis 
Tetch. a scientist at Wayne 
Enterprises, creates a mind control 
device and attempts first to woo his 
young receptionist Alice and then to 
totally dominate her. Batman and the 
Mad Hatter have a deadly 
confrontation in an Alice in 
Wonderland amusement park filled 
with costumed mind-controlled 
slaves. 

This is one of the most touching 
shows of the series. You sympathize 
with the love-sick Jervis Tetch. and 
almost feel sad for him when his 
dreams of Wonderland don't come 
true. The emotional impact of the 
story is helped immeasurably by 
AKOM's surprisingly good 
animation of subtle facial 

An amnesia-stricken Bruce Wayne 
begins to regain his memory after 
Imprisonment In “The Forgotten." 

expressions and body language. And 
Roddy McDowall's performance as 
the Hatter helps sell the story 
completely. “Paul Dini really excels 
at these doomed love stories.” noted 
producer Bruce Timm. 

“It's one of my favorite scripts.” 
said director Frank Paur. “Paul Dini 
does some wonderful stuff with 
characters. I started getting my 
regular storyboard crew together on 
this one: Ronaldo Del Carmen. 
Butch Lukic, and Lorenzo Martinez. 
Ronnie does these wonderful, fully 
expressive drawings, he's very good 
with the acting—‘A fucking genius.' 
said Bruce Timm—Butch is really 
able to do a lot staging the action 
sequences. Lorenzo has a Disney 
background and his boards are lovely 
to look at, full of mood and 
character. While il*s AKOM's best 
show, we still had close to a hundred 
retakes on it.” 

“Got a new toy, I see." 
—Batman (o Gordon 

about the Batsignal 

The Cape &Cowl 
Conspiracy * 
10 14/92 10511. Story asd lefcplay by FJIkd S. 
Margin Dim lnl by Frank Paur. Aninuikia by 
Dong Vine 

Wormwood, a professional 
procurer of illegal goods is operating 
in Gotham, and has been hired by the 
Baron to acquire Batman’s cape and 
cowl. Though based on a coot comic 
story, this doesn't translate to 
animation. It becomes a gimmick 
show and not a very good one. 
Wormwood is lackluster and there is 
no real motivation for Batman to 
play mind games with him. Though 
the animation from Dong Yang is 
fine, it doesn’t save a faltering 
episode. 

“I tried to kill this show, but they 
didn’t let me,” said director Frank 
Paur. “We had a lot of story board 
artists who wanted to rebel on this 

Alice In Batman-land, Invited out 
for a night on the town by Jervis 

Tetch In “Mad As A Hatter/’ 
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one. The best metaphor is kicking a 
dead horse. It arrived dead and no 
matter how hard you kick it, it ain't 
going to give you a ride." 

Realizing too late the woman he's 
trying to rescue Is a hologram In 

"The Cape and Cowl Conspiracy.” 

“You're not well. Mr. Wayne. You 
need professional help." 

—Batman 

Perchance 
to Dream +*** 

10, l*V2 iMOl Slorj b* Urra Hnishl and Mkhart 
Rratn. Trkpii* h> Ju» I antdalr. IHrartad b) 
Ko>d Kirkland. \ainulion h* Hoag Via* 

Balman is knocked unconscious 
chasing criminals and wakes up in a 
world where his parents are still alive 
and someone else is Batman. In fact. 
Bruce Wayne's engaged to Selina 
Kyle, who’s not Catwoman. 
Eventually, he rejects this reality and 
confronts his alter-ego in a dynamic 
battle in a church tower during a 
tremendous storm. In the flashes of 
lightning, the real villain is revealed. 

Story editor Michael Reaves 
explained the genesis of the show: 
“Alan Burnett had the idea of 
Batman waking up one morning and 
finding out he'd never been Batman. 
It was a very TWILIGHT ZONE sort 
of concept that 1 really liked. He 
gave it to [story editor] Laren Bright 
for an outline, but was not satisfied 
with her take on it. She didn't take 
the idea as far as it could go. This is 
a story about a guy who even though 
he’s been given the opportunity for 
his most important dream to come 
true, has to have the truth no matter 
how much it hurts, lie can't live a 
lie. I rewrote it with that in mind and 
I assigned the teleplay to Joe 
Lansdale, who did a terrific job. His 
dialogue carried the show. I think it’s 
one of our best episodes." 

The show is a wonder, taking a 
potentially clichcd idea and making 
it work beautifully. Credit the voice 
characterizations of Kevin Conroy 
and Roddy McDowall. Conroy not 
only did the voice of Batman but 
also Bruce Wayne, Wayne's father 
and the evil Batman, reading the 
script in real lime, alternating 
between characters in a grand 
performance. McDowall, as The 
Mad Hatter the villain behind the 
deceptions, reaches new heights as 
the man so tortured by Batman that 
he was willing to give his gravest 
enemy whatever he desired, as long 
as it kept him out of his life. 
Me Dow all's tirade at the end of the 
episode is a tour de force full of 
astonishment and anger. 

Noted Timm of directing 
McDowall, in the recording session. 

1 

fl M 
ALAN BURNETT, 

SCRIPT SUPERVISOR 
Writing adventures that satisfy adult 
comic hook fans as well as the kids. 

By Bob Garcia 
“Batman was the first 

superhero I read as a kid, 
so 1 have a real affection 
for the character,” said 
producer Alan Burnett. “I 
find it ironic that here I 
am, thirty years later ac¬ 
tually writing and produc¬ 
ing the stories of this 
character for a new gener¬ 
ation. I find it ironic and 
sort of humbling.” 

Burnett and the staff at 
Warner Bros. Animation 
don’t have too much to be 
humble about. BATMAN 
picked up two Emmys, 
one for Best Writing in an 
Animated Series, and one 
for Best Prime-Time Ani¬ 
mated Show. It was Bur¬ 
nett’s respect for the char¬ 
acter that kept the quality 
of the show’s scripts up to 
Emmy-level. After help¬ 
ing to get the series on 
track, Burnett left after 
the first season to work 
on other projects at War¬ 
ners. 

“When you think 
about Batman, he’s one 
of the great heroic fictional 
icons of the century.” said Bur¬ 
nett. “Who’s bigger than him? 
Superman certainly. But is 
Sherlock Holmes bigger than 
he? Is James Bond bigger than 
Batman? When you talk about 
these heroic mythologies of the 
twentieth century, I think Bat¬ 
man is among the top three. 
There’s a responsibility there. 
You have to have respect for the 

((When you talk about 
heroic mythologies of 

the 20th century, 
Batman is in the top 

three. There’s a great 
responsibility there. 55 

—Producer Alan Burnett— 

Burnett, the veteran animation producer who 
brought tho series* story quality up to Emmy 

level with his first script for “Two Fsee." 

character. He’s a great inven¬ 
tion.” 

Burnett was a comic book 
fan as a kid, and worked in ani¬ 
mation for 15 years at NBC, 
Hanna-Barbera and Disney be¬ 
fore coming to Warner Bros 
Burnett had written an unsold 
pilot for BATMAN while at 
Hanna-Barbera. “It was too 
dark and serious,” said Burnett. 
But Jean MacCurdy, an execu¬ 

ous. 

tive at Hanna-Barbera at 
the time, remembered 
Burnett and the pilot 
when she was given the 
task to develop the BAT¬ 
MAN series at Warners, 
and hired Burnett. 

Burnett stepped into a 
chaotic production set-up 
and quickly whipped the 
series into shape in a se¬ 
ries of staff meetings that 
defined the format. “I 
look at Gotham City as a 
place where the institu¬ 
tions aren’t working or 
they’re only working 
halfway,” said Burnett. 
“And things are not get¬ 
ting better, they’re get¬ 
ting worse, and Batman 
can be looked upon in 
some respects as a neces¬ 
sary evil. Others would 
say a guardian angel. He 
is someone who does not 
want others to experience 
the pain that he experi¬ 
enced.” 

Burnett said he was 
delighted that the staff 
wanted to go in a direc¬ 
tion never tried before, 
one more adult and seri- 

“It was nice to work with 
people who didn’t have precon¬ 
ceptions of what you can or 
can’t do on an action-adventure 
show,** noted Burnett. “It was a 
breath of fresh air. One of the 
smart things I did when I got in 
here was try to forget the rules 
myself. It helped the show push 
the envelope. 

“There were certain things I 
knew we couldn't do, but there 
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Unmasked and on the run from the police In BATMAN: THE MASK OF 
PHANTASM, a more adult storyline that Burnett pushed for the feature. 

were also some things where I 
said to myself, ‘Well, let's just 
see. Let’s have the network tell 
us wc can’t do this.’ And son- 
of-a gun, wc ended up getting 
what we wanted most of the 
time." Surprisingly the series 
has received exceptionally little 
flack for it’s editorial content. 
“Fox tells us that TINY 
TOONS gets more mail about 
violence than we do,” said Bur¬ 
nett. 

Burnett’s first priority was to 
establish the series’ Rogue’s 
Gallery of villains quickly, plot¬ 
ting out the debut of Two-Face 
before his first meeting was 
convened. “I wanted to show 
him as a split-personality before 
he had the accident,” said Bur¬ 
nett, “because 1 always thought 
that his comic origin was bogus. 
Just because a person has an ac¬ 
cident of that nature[struck by 
chemicals that disfigured half 
his face] doesn't mean that he's 
going to be psychologically 
split too. I wanted the psycho¬ 
logical split to be the first thing, 
and the physical accident to be 
the event that brings out the evil 
personality.” 

Other villains’ stories had 
been stalled for various reasons. 
Fellow producers Bruce Timm 
and Eric Radomski had been 
holding off on the Riddler, be¬ 
cause they were never satisfied 
with the character. Burnett 
found a simple hook that satis¬ 

fied them and got the script go¬ 
ing: “Our Riddler is in reaction 
to the old television show's 
Riddler. As opposed to Frank 
Gorshin, we wanted our Riddler 
to be deadly serious.” 

The Penguin was held up by 
the studio’s mandate to make 
the character like that in Tim 
Burton’s BATMAN RE¬ 
TURNS, in production at the 
same time. Noted Burnett, “The 
Penguin we came up with was a 
merger of the comic book’s and 
the one that Tim Burton was 
talking to us about.” 

Robin was also stuck in 
BATMAN RETURNS limbo. 
“That’s one of the reasons, we 
didn’t do Robin’s story for the 
longest time,” said Burnett. 
“Burton didn’t know if he want¬ 
ed Robin to be an African- 
American or Caucasian. In the 
end, when they cut Robin out of 
the movie altogether, we went 
with the old Dick Grayson 
Robin.” 

Most scripts came from 
stories created in-house. “We 
had a chance to do something 
special, so let’s do some¬ 
thing special,*4 Burnett said. 
“Animation is too good a 
thing to be just relegated to 
kids, it should be of interest 
to young adults and older 
adults. I’m hoping against 
hope that BATMAN will 
help push animation dramas 
in the future.” □ 

signed, and Bruce Timm did 
much of the initial work, even¬ 
tually hiring Glen Murakami, 
Mike Gougen and others to 
work on the individual epi¬ 
sodes: 

Batman, Catwoman, Com¬ 
missioner Gordon, Mayor Hill, 
Harvey Bullock. Harvey Dent/ 
Two-Face and Harley Quinn 
were designed by Timm. The 
Joker, Alfred. Robin, Killer 
Croc, and Mad Hatter were de¬ 
signed by freelancer Kevin 
Nowlan. The Riddler and Mr. 
Freeze were designed by Mike 
Mignola 

“I end up doing more de¬ 
signs than 1 would like to do,” 
said Timm. “My character de¬ 
signers are all great, but they 
don’t know what’s inside my 
head. So they’ll show me a de¬ 
sign I don’t like, and I’ll just 
slap a piece of paper over the 
design and redraw it. Some¬ 
times, they’ll do things that to 
me are quite obviously wrong. 
They’ll have a character that’s 
supposed to be a rich socialite 
and he looks like a thug. 
There Ye very few episodes that 
don’t have some characters I 
designed.” 

But Timm had one problem 
in the character designs he 
could not surmount: “Early on, 
I had a real hard time with the 
female characters because I was 
drawing them too realistically,” 
said Timm. “While I was mak¬ 
ing all the other characters real 
cartoony and exaggerated, I had 
a real stumbling block on the 
women. They were ending up 
looking very realistic and kind 
of masculine. 

“So a great artist, Lynne 
Naylor showed up one day 
looking for freelance work, anil 
I gave her alt the women to de¬ 
sign. She redesigned Summer 
Gleeson and Renee Montoya 
and did the first character de¬ 
signs on Poison Ivy. 

“It was much easier for me 
to design women after Lynne 
came in," he continued. “I was 
able to see what was missing 
from my own drawings, and I 
haven’t had as much trouble 
since. One of the things I'm 
proudest of on the series is that 
we have the cutest cartoon 
women ever. For some reason, 
women are very, very hard to 
animate convincingly.” 

The first six months of pro¬ 
duction were fraught with de- 

Bruce Wayne Is stunned to see his 
father still alive in “Perchance to 
Dream," a great mystery story. 

wc had to push him. Wc told him he 
had to be more angry . He couldn't 
quite do it. Wc finally told him to go 
as far as he could go. Take it way 
over the top. Way over what he 
normally would do if he was in a 
theater. With that he gave us the 
intensity we wanted." 

The Under-Dwellers ** 
10*21.92 tm Story by Tom KutfQfer. Tdtplay by 
Julrs P#**b sad Kiih-nJ Mudler iHrrdcd by 
Kriik hur. Ammilhin by Junto 

Street kids are being captured 
and dominated by the Sewer-King, 
who incidentally has an army of 
alligators, grown from pets Hushed 
down the toilets of tint ham. A silly 
show with great direction by Frank 
Paur that keeps the action moving as 
Batman investigates the gang of 
young thieves. 

"It was my first episode as a 
director, and there arc still things in 
it that I cringe at/* said director 
Frank Paur. “Usually when we gel an 
episode, we get to use a lot of 
discretion and change things, I wish 1 
had been able to spend more time on 
that script. Another problem at the 
time, was that we had storyboard 
people who made things difficult. I 
found myself going back two or 
three times to fix scenes. They didn't 
quite understand we were shooting 
for a higher standard. So there was 
always a constant drain on my time. 

"That whole opening sequence of 
the kids playing chicken with the 
train should have been cut. That was 
what we had to contend with at the 
beginning of the season. We had 
these little public service 
announcements worked into the 
scripts, a concept we nixed real 
quick.” 

The animation is also subpar. 
"It's Junio's weakest episode,” said 
producer Bruce Timm. "We almost 
didn't use them after that. It was the 
first one that came back that really 
looked totally unlike our show. It 

Fagln-llke, the Sewer King 
chastises his crew of criminal 

children In The Under-Dwellers." 
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was very Japanese. Bui I'm glad we 
did use them again, they’ve done 
great work. 

"BS&P took a lot out of this 
show," continued Timm. “Originally, 
the kids were to be victimized by the 
Sewer-King, but he was not allowed 
to be mean or tortuous to any of 
them. The impact is watered down. If 
we were doing it today, we probably 
would have decided not to do the 
show. ’ ’ 

Night of the Ninja *** 
ID Ut?2 if.Ml Star? ind IrfepU* by St**r Prrry. 
IHmTrd by Kn in AJlkft by Sunrite. 

While Bruce Wayne was in 
Japan learning the martial arts, he 
made a bitter enemy of one of his 
fellow students, Kyodai Ken. He 
humiliated him when he caught the 
young man attempting to steal their 
sensei's samurai sword. Years later. 
Kyodai Ken. now a ninja, comes to 
destroy the Wayne empire. A minor 
episode in the series, its narrative 
hook being that Kyodai Ken may be 
the only one able to best Batman in 
hand-to-hand combat. Because of 
this, we come to believe that Batman 
may be afraid of him. The plot tries 
to build on this tension, by having 
Robin save Batman from the 
duplicitous villain early in the show, 
leading to a final battle to answer the 
question of who is better. 

The show's animation by Sunrise 
fails to come alive, disappointing 
director Kevin Altieri, a martial 
artist, who along with storyboard 
artist Brad Rader studied Akido. and 
tried to make the fight moves as 
realistic as possible. 

Batman faces-off with avowed 
enemy Kyodai Ken for a rooftop 

battle In "Night of the Ninja.” 

Dr. Hugo Strange extracts the 
secret identity of Batman in “The 
Strange Secret of Bruce Wayne.” 

team-ups." said producer Bruce 
Timm. *‘l think it diminishes them. 
When you put Penguin, Joker and 
Two-face all in one scene, suddenly 
they’re all about one-third as 
interesting as they would be by 
themselves. And unfortunately this 
show proves my point." 

“I’ve made her what she’s always 
wanted to be. I gave her power and 
grace beyond her wildest dreams. 

—Dr. Emile Dorian 

Tyger, Tyger ** 
10 30 92.<Mli Sun? Mil-hud Rmn ■«! R»Bd> 
Kugd IrlrpUi bj Chert* Wilk*™>n. IMmird bi 
Frank P«ur. VoJmnitnB hi Sprit mm Dung Vang. 

Dr. Emile Dorian, a mad 
scientist, captures Catwoman to 
experiment on her in hopes of 
creating the ultimate animal. Batman 
travels to the doctor’s island hideout 
to save Catwoman and must battle 
Dorian's other deadly mutations 
including Tygrus. a giant caiman. 

One of the series' weakest shows 
with cliche piled upon cliche, 
including swipes from THE 
ISLAND OF DR. MOREAU as well 
as THE MOST DANGEROUS 
GAME. 

Producer Bruce Timm was 
pleased with the show’s jungle chase 
sequence. "Batman is out there, and 
there’s no music,” said Timm. "The 
atmosphere is created entirely by 
sound effects, weird mutated animal 
screeches. It's spooky and well 
staged.” 

“The great Batman scared out of 
his mind. How does it feer.,H 

— Scarecrow 

4Get out of my face, clown." 
—Two-Face 

-Which one?" —The Joker 

Dreams in 
Darkness ★ ***1/2 
11/3/12 ItUl Stun iriepl** h> Judith & 
(.irflrhi Rrr>«-Stc*™. Dinet te* h> l*kk ScbmaL 

Animitfua by Juab. 

The Strange Secret 
of Bruce Wayne *** 
10 29 92 <*3*1 Slory b* timid Wb*.TtkpUlJ bj 
Judith nad liirlkM k**<r» SI*ir««. IMrrctad bj 
Fnak Paur. VmmaLiun by AKOM. 

The show opens with Ratman in 
a slraitjacket in Arkham Asylum. We 
come to learn that he has been 
exposed to the Scarecrow’s fear gas 
and is hallucinating wildly, but must 

stop the villain from pouring a fear- 
inducing solution into Gotham City's 
water supply. Not only must he 
escape the Asylum, but battle the 
Scarecrow's men while hallucinating 
wildly. 

This is a great plot. Batman is up 
to his neck in trouble and must 
overcome obstacle after obstacle. 
The episode features some lop 
animation by Junio. And Dick Scbast 
pulls off the best of the Scarecrow 
shows. There are great touches like 
the Scarecrow's Grim Reaper watch, 
the slow-motion crack up of the 
Balmobile. and the show-stopping 
nightmare with the symbolic death of 
Wayne's parents with a giant 
revolver rising out of the city's 
rubble. 

"One of my absolutely favorite 
shows, it works like gangbusters," 
said producer Bruce Timm. "There's 
never a dull moment. There’s always 
something witty happening, either 
visually, or in the dialogue." 

"The nightmare sequence is a 
killer," said Timm. "The gun is 
dripping blood! How did that ever 

Dr. Emile Dorian and a mutated 
Catwoman In "Tygar, Tyger," 
creating the ultimata predator. 

get past BS&P? It wasn't intended to 
be blood, it was intended to be 
wreckage from the street. But they 
painted it red. and it looks like this 
big old gun dripping blood. My God! 
—At the mixing stage, 1 had to fight 
with the music editor, Tom Milano, 
who's really good, about the way the 
music had been cued. It ran all the 
way up to firing of this large gun. 
Then it slops. I felt it wasn’t 
working, because the music was 
fighting this great effect of those big 
huge cylinders cocking into place on 
the gun that the sound effects guys 
had come up with. I thought we had 
to stop the music before the cylinders 
cocked and told Tom I really wanted 
to try it this way. Eric agreed, so we 
set it up. Now. the music stops just 
two beats sooner. And the sound of 
that gun is like the Crack of Doom 
right before it fires. It really sells it.” 

A Gotham judge is being 
blackmailed by Dr. Hugo Strange. 
Bruce Wayne goes undercover to 
Strange's retreat and is forced to 
reveal his secret identity. While 
Strange holds Batman and Alfred 
prisoner, he offers to auction off 
Batman’s secret identity to the Joker, 
Two-Face, and the Penguin. The 
opening on Gotham Bridge has some 
of the best animation in the scries but 
the last two acts are mediocre, with 
silly dialogue aftet the supcrvillains 
are introduced. 

"I have a problem with villain 

Batman imprisoned In Arkham 
Asylum due to his hallucinations 

In "Dreams of Darkness." 

“Time for all little Gray Ghosts to 

he in bed. —Mr Wayne to young 

Bruce in flashback 

Beware the Gray 
Ghost _ ***** 
11412 (fill Sion ifcnnk O'KIabffrtj and 
Turn Kuerarr. Tri*piiy bj Garin Hdf and Toni 
kurortr. IHrretrd by Boyd Kirkland, \nimation 

by Dim*. 

Someone is bombing Gotham’s 
municipal buildings using the same 
M.O. as a villain in the old Gray 
Ghost TV show. Batman goes to the 

lays. "When we first started do¬ 
ing the show, there was always 
this question about whether Tim 
Burton was going to be in¬ 
volved in an executive producer 
capacity, like he was at Nelvan- 
na [on FAMILY DOGJ, and 
Fox was all hot for the idea," 
said Timm. “We were not hot 
for the idea, even though he’s 
fine and makes good movies we 
really didn’t need another cook 
in the kitchen. So, basically we 
were stalled, we weren't al¬ 
lowed to do anything concrete 
until we found out about Bur¬ 
ton.” 

Noted MacCurdy, “We 
wanted Tim Burton to be aware 
and comfortable with what we 
were doing. His opinion mat¬ 
tered to the studio, and there 
were some delays, because Tim 
was busy. But I don’t know if 
there was ever really a huge is¬ 
sue of him being executive pro¬ 
ducer. Maybe there was." 

It turned out Burton was too 
busy with BATMAN RE¬ 
TURNS to become involved 
with the show, but the delay 
caused Timm and Radomski to 
make a decision that would 
cause more headaches for 
Timm later. "We knew we were 
behind schedule,” he said. "So 
we went ahead and started 
working, getting scripts, but 
without Fox’s involvement.’’ 

A bible had to be created for 
the show, and Radomski and 
Timm turned to TINY TOONS 
story editor Paul Dini. "We 
tried to get Paul, early on in the 
production, because I knew I 
was going to need a story editor 
to deal with writers,” said 
Timm. “Paul was initially gung- 
ho about the idea, at least he 
seemed to be, but he would nev¬ 
er quite commit to doing the se¬ 
ries. Paul wanted to keep work¬ 
ing with Spielberg. Everybody 
gets lured by Spielberg. TMS 
was the same way. They didn't 
want to work on our show, be¬ 
cause they wanted to work on 
Spielberg’s next project. Paul 
did a little work early on devel¬ 
oping the series with me and Er¬ 
ic, but I brought in Mitch Brian. 
Paul told me that Tom Ruegger 
demanded that he go back to 
TINY TOONS, and we were 
stuck without Paul.” 

Dini admitted that it was a 
tough decision. “I was torn,” 
said Dini. “I liked TINY 
TOONS and thought, they'll 
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Raul dini, 
Cartoon criminology 
The story editor-cum-producer who 
became the series' villain specialist. 

Catwoman, the ultimate cat burglar surveys her 
prize. Next season she gives up her politically 

correct trappings and goes bad tor good. 

By Bob Garcia 
Producer Paul Dini 

made the villains of 
BATMAN his specialty, 
shaping the foes for the 
show’s “bible” in devel¬ 
opment. “What excited 
me early on, was the op¬ 
portunity to take these 
stock, nothing villains 
and try to turn them into 
something better,” said 
Dini, “more hateful or 
more sympathetic than 
they appeared before.” 

Dini wasn’t able to 
join the BATMAN pro¬ 
duction team as one of 
producer Alan Burnett’s 
three story editors until 
late in the first year, be¬ 
cause of obligations as a 
story editor on TINY TOONS. 
When he joined the staff, he was 
a bit dismayed at the type of sto¬ 
ries being told. “They were a lit¬ 
tle simplistic,” said Dini. “A lot 
of these villains who could be 
real characters in their own 
right, were kind of relegated to 
‘Freak of the Day’ status. 

“What is the point of having 
rich characters like Penguin, 
Joker or Two-Face in the show, 
if all they do is go after a rare 
statue? It doesn’t add to the 
show or the character. They’re 
after things and things don’t 
mean much. If those things are 
connected to something per¬ 
sonal to the villain, at least that 
gives them motivation. Then 
Batman’s reason for going out 
and stopping them is made that 

much clearer. It deals with 
something deeper.” 

Dini’s first script was 
“Heart of Ice,’’which won an 
Emmy for the series, a story in 
which Mr. Freeze commits a 
series of crimes for the purpose 
of getting revenge on the man 
who killed his wife and trapped 
Freeze into a life at sub-zero 
temperatures. Not only is it an 
action-packed show, it’s one of 
the most emotionally charged 
of the series. Dini credited 
BATMAN’S animated success 
to Warner’s exec Jean Mac- 
Curdy who had a love for the 
comic character and encour¬ 
aged some serious dramatic 
writing to take place. 

Dini. a comic fan of Batman 
first hooked by the Adam West 

TV show, outlined his 
take on Gotham City. 
“Its a criminal environ¬ 
ment that brings out this 
theatricality in the crimi¬ 
nal element,” said Dini, 
who always had a special 
interest in the villains, 
even as a fan. “Every¬ 
body has a gimmick. 
And in some ways you 
can actually get people 
to believe in a more real¬ 
istic story with these 
characters. Since the au¬ 
dience is buying the ba¬ 
sic concept of the show, 
you’re able to take the 
characters down a notch, 
and make them a little 
more human—like Mr. 
Freeze or Man-Bat or 
Two-Face.” 

Dini recalled showing the 
“Two-Face” episode to long¬ 
time Batman comics writer and 
editor Denny O’Neill. “He sat 
there and he watched it very 
quietly, and said ’I wish that 
was the story that we told 40 
years ago. That is one of the 
best motivations for a villain 
I’ve ever seen.*” Motivations 
for the villains is what fasci¬ 
nates Dini. “I have an aunt who 
is a criminal psychologist, and 
I’ve actually used her expertise 
for information,” said Dini. 

“Gotham city is a place that 
once looked to the future with 
optimism but somehow things 
got confused, things got dark, 
horrible, psychotic,” said Dini. 
“And to a degree Bruce Wayne 
went that way too, and he’s try- 

MR FREEZE first appeared in 
Batman tH21 (February 1959) as a 
character named Mr. Zero, working on a 
gun capable of emitting waves of frigid 
cold when an accident doused him with 
an experimental freezing solution, 
making a cold environment a necessity. 
His original weapon was a gun that 
blasted super-frigid cold from one barrel 
and withering heat from the other but he 
was most fond of freezing his enemies. 
(iDetective Comics #373 March 1968 
shown above). The name of the 
character was changed to Mr. Freeze 
for the 1960s Batman TV series and the 
comics eventually followed suit. Also in 
the TV series the Gaped Crusader had 
once accidentally spilled some Instant 
Freeze solution on him during a fight. 
The animated series depicts Freeze, 
designed by Mike Mignola. below, as a 
cryogenic expert. Dr. Fries, who 
attempted to freeze his terminally ill 
wife. The corporation he worked for 
discovered the plan and pulled the plug. 
In the ensuing fight. A freezing tank 
explosion bathed Fries in cryogenic 
chemicals, dooming him to a life of sub¬ 
zero temperatures. His life is sustained 
in a special helmet and suit that 
maintains his body temperature at a 
constant 50° below zero. /Joe Desrls 
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Uncovering the Anal clue to the 
Mad Bomber with the Gray Ghost 

In "Beware the Gray Ghost." 

actor that played his childhood hero 
for help and is disappointed when 
Simon Trent wants nothing more to 
do with the role that ruined his 
career. Finally, the actor dons his old 
costume to help Batman catch the 
Mad Bomber. 

The Gray Ghost resembles the 
old pulp heroes of the ’30s like the 
Shadow, the Spider, or the original 
Green Hornet: fedora, suit, and twin 
automatics. The show is the only 
episode done by the studio. Dust, 
because the characters were terribly 
off-model. 

"This was a lot of fun," said 
Producer Radomski. "When we had 
first gotten the script on that, we all 
went: ‘This would be perfect for 
Adam West, but do you think he'd 
be offended because of the content.' 
But he was more than happy to do it. 
It was great to have this aging hero 
play this aging hero." 

It was also fun because producer 
Timm played the Mad Bomber; “It 
was interesting to see him in there,” 
said Radomski, chuckling. "We gave 
him hell.” 

Timm described a few of the 
show’s in-iokes, "The Gray Ghost is 
Batman's boyhood hero, and The 
Shadow was Bob Kane’s inspiration 
for Batman. That’s doubled by the 
fact that Adam West was my 
childhood hero and my inspiration 
for getting into Batman.” Other in- 
jokes include a People magazine 
cover with the Gray Ghost is casting 
Batman's shadow, and the violator 
reads: "Matt Hagen: Man of a 
Million Faces.” In a Batcave shrine 
to the Gray Ghost, the poster on the 
wall has the Gray Ghost in the same 
pose as Batman is in the series logo. 

Cat Scratch Fever **1/2 
1I/&92 t«S) Siory by Scm CUlwri■* iteirk 
I Hr pin h> Hu 11 Itilon mnd Srmm < * [Kerin* 
IktrlL Dlnclrd h% Hoyd KirUand. \nimiimn by 

AftOftL 

Roland Daggett and Dr. Milo are 

An infected Isis bites her mistress 
thanks to Dr. Milo and Roland 

Daggett In “Cat Scratch Fever.” 

A frightening sequence In To Be A Clown,” es the Joker provides a tour of hie lair for the mayor's eon. 

((What excited me was 
the opportunity to 
take these stock, 

nothing villains and 
try to turn them into 
something better.” 

—Producer Paul Dini— 

“And to a degree Bruce 
Wayne went that way too, 
and he’s trying to fight for 
some sort of sanity in the 
city. It’s a city that lost it’s 
way.” 

The show’s producers 
and story editors maintain 
a tight control on the 
scripts. “For the most part 
we tend to generate most of 
the stories in house,” said 
Dini. “I’ll talk over stories 
with [producer] Alan Bur¬ 
nett, [and story editors] Michael 
Reaves and Marty Pasko, Or if 
we have writers we want to 
work with, some of them will 
suggest a story. Or talking with 
[producers Bruce Timm and Er¬ 
ic Radomski] will spark an idea. 
We try to generate as much of 
the actual story in house. We 
might farm out the script. 

“I like writing my own stuff. 
I like writing the stories that I 
come up with. I believe, at least 
in the case of BATMAN, that in 
the time it takes me to bring in a 
writer, give him a plot, discuss 
the plot with him and then have 
him go to outline and then to 
script, I could have written the 
script myself. 

That’s why Dini wrote ten 
episodes Erst season. “I’m up to 
speed on these characters and 
there are things I actively want 
to do with them,” he said. 

Dini however, doesn't let the 
script be the final stage of his 
involvement with the story. He 
likes working with the direc¬ 

tors—to make suggestions. “It’s 
really a collaboration for me,” 
said Dini, who noted that its un¬ 
usual in animation. “There were 
times when I was working at 
Filmation that people would rat 
on me saying, ‘Dini’s up talking 
to the directors again.' 

“One of the producers would 
come up and say, ‘How many 
times have I told you not to talk 
to the directors.’ And I’d an¬ 
swer, ‘Well how are we going 

Paul Dini, promoted from atory 
editor to producer second see son 

to make any good car¬ 
toons if I can’t talk to the 
guys who are drawing 
the things.’ But that’s the 
way they did it back 
then. It was cheap ” 

Dini patterns the way 
he works with directors 
on the way Disney and 
the great Warner Bros, 
cartoonists worked. “I 
read accounts of Chuck 
Jones and how he used to 
work with Michael Mal¬ 

tese,” said Dini. “Maltese 
would pitch an idea to Jones, 
and they would rough them out, 
and they would work on it to-| 
gethcr. Maltese would go awayl 
and he'd either draw a series of! 
thumbnail sketches or he would! 
write a loose little script. He'd! 
give this to Jones and they'd! 
rough them out, and they'd! 
have a cartoon. I love working! 
that way. I love working with! 
directors and board artists that! 
way, because if you can gel 
these guys excited about draw¬ 
ing the show they’ll give you 
110%” 

Dini likes to think he is giv¬ 
ing 110% to the show himself, 
calling it the best work experi¬ 
ence of his career; far more re¬ 
warding than previous stints on 
MASTERS OF THE UNI¬ 
VERSE, EWOKS AND DROIDS 
and BEANIE AND CECIL. Foi 
his extra effort, Warner Brothers 
has elevated Dini from story edi¬ 
tor to producer on BATMAN’S 
second season. 

1 
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injecting a vims into the cats of 
Gotham, so that later Daggett 
Industries could provide the antidote, 
be the hero and make millions. They 
make one mistake. They kidnap 
Catwoman's cat, Isis. Just out of jail 
she tries to stop the pair and is 
infected with the toxin when her cat 
biles her. Ratmun not only has to 
fight Daggett and company but a 
feverish, hallucinating Catwoman. 

Dr. Milo proves once again that 
he is a lame excuse for a mad 
scientist. The only redeeming quality 
of the show in the interplay between 
Batman and Catwoman and the 
staging by Kirkland. "We retook that 
show considerably just to make it 
watchable” said Timm. "It was a 
mess, we had AKOM reanimate that 
one from scratch. That was the show 
that broke our back with AKOM and 
we decided we weren’t going to use 
them any longer.After we fired them, 
they still had a couple of shows in 
production and those shows were a 
lot better. I guess they had never 
been fired from a series before." 

When Director Boyd Kirkland 
was handed the script, he was not 
fond of the story. “It was not an 
episode that 1 was excited about 
initially. Part of what we were 
struggling with on the writing level, 
whether we were going to have 
stories that were politically correct 
with social messages hidden in them, 
like this one against cruelty to 
animals. But half the fun is to take 
the challenge to make it exciting, and 
actually, the show came out okay, a 
lot of the sequences are pretty fun." 

"The end of a perfect day." 
—Batman after the Batcycle is 
crushed by an oncoming train. 

chasing She-Bat 

Terror in the Sky 
1LW1 IMS) Slop In Su»* P*rn iad Mark 
'an.nu. I rkpUn by Mark Saratrmi IHrrcUd by 
bid KlrUud. Vaimaiiiio by [>oaji Vaaf. 

A giant bat creature is once again 

Franclne Langstrom undergoes a 
terrifying transformation Into She- 

Bat In “Terror In the Sky." 

flying through Gotham, and Batman 
confronts Kirk Langstrom. who was 
the Man-Bat. Kirk protests his 
innocence and we discover that it is 
actually his wife Francine, who 
accidentally received a dose of the 
Man-Bat formula from one of her 
father's experiments. 

Batman's pursuit of She-Bat is 
stunning, and really makes this a 
must-sec show. “It’s one of the most 
amazing set pieces in the entire 
series,” said Producer Timm. “The 
board artist for that sequence was 
Phil Norwood who does a lot of live- 

john Calmette's background painting depleting the Joker's reign of terror in 
“Christmee With the Joker," Below: The series' background design staff 

(I to r) Felipe Morell, Keith Weezner, David Karoll and Rae McCareon. 

bring in somebody who’s good 
for BATMAN.’’ 

ini summed up the 
work he did on the 
bible, “It was one 
of the most liberal 
bibles we’d ever 
done,” said Dini. “It 

was just a brief description of 
each character with some of 
Bruce's drawings on each page, 
and just a few plot lines for sto¬ 
ries. That’s all we wanted to do. 
We had an instinctive feel about 
where we were going to go with 
the stories. 

"We did it that way, because 
we had all suffered with 
writer’s guides from every other 
studio in town,” Dini continued. 
“You go in, meet with the story 
editors and they’re usually two 
frazzled guys who’ve got no 
idea what’s going on because 
they’ve had no hand in develop¬ 
ing the show and they don’t 
really care about the show that 
much. They’re out soliciting 

premises from every writer in 
town, and then they all buy the 
same hackneyed 65 stories over 
and over again. We didn’t want 
to do that.” 

Noted Radomski, “For the 
first few months we were dan¬ 
gling out there. We were pitch¬ 
ing our ideas for scripts and the 
network was a little leery. We 
were first time producers and 
they didn't know how strong 
they wanted the show to go. We 
knew we wanted it to be as 
strong as it could be. We need¬ 
ed a story editor and Dini 
wasn’t available or inspired to, 
at that moment, come over and 
be the senior story editor.” 

Eventually, Sean Derek was 
hired as story editor and trouble 
began. “1 didn't know her from 
Adam, but I took everybody 
else’s recommendation,” said 
Timm. “She was well-regarded 
so I thought we’d try to work 
with her, but it didn't work. 
She's a nice lady and very tal¬ 
ented, but I don’t think she 

KILLER CROC, aka Waylon Jones, 
was bom in a Florida slum and when his 
mother died while giving birth, was 
raised by his deadbeat, alcoholic aunt. 
His hereditary disease afflicted Jones 
with reptilian-like skin and he was 
teased by playmates. Winding up in 
juvenile hall, Jones once killed a fellow 
inmate with his bare hands after he 
insulted Jones about his looks. He went 
to prison. After 18 years he was paroled 
and found work at a carnival sideshow. 
He was billed as Killer Croc and 
wrestled alligators, an easy task thanks 
to his savagery, stamina and unusual 
strength. After leaving the carnival, he 
became a two-bit extortionist, in 
Gotham City Croc killed criminal 
mastermind Squid, who attempted to 
unite the Gotham underground and took 
it over himself (Detective Comics #525, 
April 1983 above). Croc was responsible 
for murdering Joe and Trina Todd, the 
parents of Jason Todd, who eventually 
became a replacement Robin. Croc first 
appeared in Batman #357 (March 
1983). As with the comic book version, 
the animated Croc is an incredibly 
strong ■reptile/man" with alligator-like 
skin plus razor sharp teeth and claws, 
charcter sketch below by Kevin Nowlan 
and Bruce Timm ./Joe Desrls 
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MAD HATTER, aka Jarvis Tetch, 
first appeared in Batman #49 (October 
1948). In his first adventure, he stole a 
valuable Yacht Club trophy, later 
attempting to rob spectators at a 
Gotham City horse show. Subsequent 
stories moved away from an Alice in 
Wonderland-influenced character to one 
more obsessed with hats (Hatter's 
buzzsaw toppers attack the Gotham 
Guardians in Detective Comics #573, 
April 1987, above) . The comic books 
also chronicled the story of the original 
Jervis Tetch who supposedly disposed 
of a Hatter impostor and escaped from 
Arkham Asylum (the nuthouse where 
many of Batman's foes reside). A 
master at computer crime, this original 
Hatter managed to steal secrets from 
the mind of an employee of Wayne 
Enterprises and feed them into a 
computer, but Batman ended the 
scheme and captured the Hatter, only to 
have him escape again, and of course 
again be recaptured. The psychotic 
genius of the animated series, designed 
by Kevin Nowlen below, commits 
crimes based on Alice in Wonderland. 
He also is able to control people's 
minds, in one instance convincing two 
would-be muggers to jump off of a 
bridge./Joe Desrls 

A Gotham City police car, dark deco design by Shayne Poindexter. Below: 
The series' character and prop designers 0 to 0 Poindexter, Glen Murakami, 

Jon Fisher, Mike Diederich, Chen-YI Chang and Dexter Smith. 

quite grasped what we were try¬ 
ing to do with BATMAN. 

“Most of the scripts she sto¬ 
ry-edited for us early on, came 
out very standard TV cartoon 
fair,” said Timm. “She knew we 
were try ing to do something dif¬ 
ferent, but she couldn’t get it 
out of the writers. It was com¬ 
ing out very standard, and we 
had these long nasty arguments 
over stuff. It was really quite 
painful.” 

Noted MacCurdy, “These 
things happen on all shows. 
Sometimes it clicks and some¬ 
times it doesn’t. I think Sean 
was frustrated and I know the 
guys were frustrated. I had al¬ 
ways hoped to have Alan Bur¬ 
nett [SMURFS. DUCK TALES: 
THE MOVIE| involved, be¬ 
cause I knew that Batman was 
one of his favorite properties. 
But he wasn’t available when 
we started up the show." 

Once scripts did come in that 
were working or could be made 
to work by the directors, Timm 
had to take the scripts to Fox. 
The network would normally 
have been involved in the de¬ 
velopment of every script and 
every casting decision, but 
hadn’t been consulted. 

"When they got the first 
batch of stuff, they hated every¬ 
thing,” said Timm. "It was as if 
we had done something behind 
their back. It was nasty at first. 
[Fox liaison] Sidney Iwantar 
and I were very adversarial. It 
was really because their feel¬ 
ings were hurt. Sidney absolute¬ 
ly hated ’On Leather Wings.’ 
And it’s one of our best 
episodes. Eventually he calmed 
down, but we would still have 
these arguments about the di¬ 
rection of the show. I used to sit 
down with every single board 
and he would call me, and we 
would go on for hours! It would 
sometimes take longer to talk 
about the board than to draw it. 

“Eric and I didn’t have a 
track record,” said Timm, also 
“because we had never pro¬ 
duced before and were an un¬ 
known quantity. While we 
knew what we were talking 
about was really cool, Sidney 
was unsure. When the shows 
starting coming in looking real¬ 
ly good, they backed off. Now 
Sidney’s on our side, and we 
get along fine.” 

Being first-time producers 
turned out to be a problem for 
Timm and Radomski. “Every- 

action storyboards (TERMINATOR 

2, etc.) He's really great, and he 
knows the limits of animation.” 

Another memorable sequence is 
the ending where She-Bat breaks out 
of a commercial airliner and Batman 
chases her down to the top of one of 
Gotham's bridges in the Batwing. 
“The last act was boarded by a guy 
named Yi-Chi Chen," said Timm. 
“He has really dynamic sensibilities 
as far as camera direction, and his 
staging is really good." 

The sequence was added to 
because the show came out short and 
director Boyd Kirkland had to add a 
scene where a stewardess is sucked 
out of the plane. 

"Sidney Iwanter. the show's 
liaison with Fox, turned down an 
earlier script as ‘too dark and ugly 
for a cartoon,’” noted Timm. “Kirk 
and Francine were on the verge of 
divorce because of what he did as the 
Man-Bat. She couldn’t live with him 
any more. In the end, they arc all in 
the Batcavc, and she bites Kirk 
injecting him with the mutagen. He 
becomes the Man-Bat again, lire two 
end up fighting each other and fall 
into the abyss, killing each other.” 

“Sometimes, old friend, I wonder 
if I’m doing any good out there.” 

— Batman to Alfred 

I Am the Night ***** 
I 1/10/*2 (Mfjt Non mmd IrlqiUv by Mkfcaei Rn- 

Hi. Ihmtrd by HoytJ Klrfclud. \mmilion by 

Sunrbr. 

A weary Batman makes his 
annual visit to his parent's murder 
sight, and stops two criminals from 
heating up a con man. Late for a 

Apologizing to an unconscious 
Commissioner Gordon for letting 

him down In *1 Am the Night” 

rendezvous on a police stakeout. 
Commissioner Gordon is shot in a 
fireHght with the Jazzman as a result. 
The show climaxes in Gordon's 
hospital room. 

Story editor Michael Reaves' 
antidote for the "sanctimonious 
overgrown boy scout" image that he 
fell pervaded the first few episodes 
of the series. "I wanted Batman to be 
this grim, silent, driven avenger 1 
wanted to do a real stark, ’SOs-stylc 
crime drama, like NAKED CITY, an 
adult story. And I didn't want one of 
the Rogue's Gallery to take the 
limelight away from Batman. 

"Initially, we wanted to have 
Robin shot and that makes Batman 
question his whole purpose, but 
BS&P said no. I was surprised they 
said we could shoot Gordon. We 
couldn't show him getting shot, but 
that made it more dramatic." 

Director Boyd Kirkland 
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ANDREA ROMANO, 
VOICE DIRECTOR 

Assembling a stellar cast and coaxing 
the right reading for animation. 

By Bob Garcia 
Voice casting and di¬ 

rection for BATMAN is 
the province of Andrea 
Romano, a former actress, 
agent and acting teacher 
who worked for Warner 
Bros on TINY TOONS. 
Romano has worked in 
animation since 1984 and 
termed the Warner Bros 
group, “young, ambitious 
and energetic." Romano 
cast Adrienne Barbeau, 
one of her former acting 
students, as Catwoman. 

The BATMAN pro¬ 
ducers also feel free to 
call up Romano with their 
own casting ideas. Noted 
producer Bruce Timm, “I 
would call her up with my 
idea about someone for a 
role, and she would either 
say she already had him, 
or call back ten minutes 
later and tell me she'd got 
him. She’s amazing.’’ 

Romano chalked it up 
to good teamwork. “I feel 
like of all the productions 
I’ve ever worked on, this 
is the most cohesive 
group of people working toward 
a common goal," she said. 
“There’s more open communi¬ 
cation. Everybody contributes. 
I’ve got producers coming up 
with casting ideas and that’s un¬ 
usual. That doesn't happen very 
often in animation.” 

Romano is called in to cast, 
direct and record the dialog af¬ 
ter scripts have been written and 
approved. She returns when the 

(Cit s as close to live- 
action acting as we 
could get, which is 

why we get so many 
wonderful celebrities 

to play with us. 55 

—Voice director Andrea Romano— 

Romano at Wamar's recording studio. In charge 
of casting scripts, directing the performances 

and recording the finished dialogue tracks. 

cartoon is near completion to 
dub the voices on a finished 
sound track. Casting criteria 
were worked out during the 
show's early developmncnt. 

“They made it very clear that 
it was not going to be the ’60s 
television series, that it was 
really not going to be like any¬ 
thing else that had been pro¬ 
duced on Batman before,*’ said 
Romano. “And it was not going 

to be a super-heroes type 
of animated cartoon. The 
closest thing that it was 
going to be like were the 
Tim Burton movies, but 
at the same time, because 
we are a children’s pro¬ 
gram, we have to be more 
careful of the violence. 

“And animation is 
slightly different than fea¬ 
ture films anyway. While 
Burton's feature films are 
certainly broad, we had 
to find some way to sort 
of do a half-and-half kind 
of thing where it’s got to 
be a little bit larger than 
life and yet not as broad 
as most of the animation 
that you normally see. It 
had to be as close to live 
action acting as we could 
get. Which is why we get 
so many wonderful ce¬ 
lebrities to come and play 
with us because we’re not 
asking them to do real 
goofy voices. 

“The most important 
thing still is the acting. 
That’s why we use a lot 
more on-camera actors 
than I have in any series 

that I’ve ever done. We have to 
get a scene played where the 
people are acting and reacting 
where there is real fear in their 
voices and where there is real 
anger. 

“When we’re recording, es¬ 
pecially when we’ve got some 
evil villain who gets to do some 
really huge, angry, screaming 
tirade, I make the joke that they 
won't need any therapy this 

embraced the shows storyline, giving 
him a chance to do something he 
wanted to do with Batman, “I like to 
get inside the characters and see 
what makes them tick. Here we show 
Batman's self doubts, which bring 
him to a point where everybody can 
relate to him. I like that.” He liked it 
so much that he took extra time to 
work with Reaves, revising several 
sequences in the storyboard stage. 

The show-stopper is a slow- 
inotinn sequence where Batman 
stops Jazzman's assassination 
attempt with a quick batarang throw. 
The scene is helped immeasurably 
by sound effects, stilled just at the 
moment of the throw. "It’s really 
dreamlike at that moment." noted 
producer Bruce Timm. “It's just the 
type of weird thing you don't see in 
other cartoons." 

"IzMik on the bright side. 
Tomorrow, you'll be feeding 
hundreds of hungry cats.” 

—Harley Quinn, about 
to roll Catwoman into a cat food 

meat grinder 

ALMOST Got Im ***** 

11.11’C iMt» Stay usd tlfcffa., by IW Ihai. Oimwl 
by llrk K*tl«>tmki Aaimftlioa by Spnirum boat 
Var# 

The Rogue's Gallery has 
gathered for a poker game, and to tell 
tales of how they almost killed 
Batman. Tales hy Poison Ivy, Two- 
face, Penguin and joker end with 
Batman trying to save Catwoman 
from Harley Qu inn's cat-food meat 
grinder. 

The Rogue1 s Gallery gets together 
for poker and the topic turns to 

Batman in 'Almost Got ‘Im,” 

A perfect homage to all those 
great supervilUio death traps 
prevalent in the early Batman comics 
and the ’60s TV show. Beautiful 
animation by Spectrum/Dong Yang 
and the staging by director Eric 
Radomski is magnificent 

Author Paul Dini loved working 
with director Radomski, “He did a 
terrific job on it changing the 
sequence of the villains* stories from 
my script so the action would build, 
with each story more elaborate than 
the other untillhc Joker's segment, 
which nothing can top. It Vs great and 
allows the wrap-up with Harley 
Guinn and Catwoman to be this nice 
funny release, 

“It was a blessed episode, easy 
for me to write and fun to do. You 
need some sort of laughs and humor 
in a scries like this, to offset the 
grimness of the show. You want to 
play the grim moments as grim and 
the sad moments as sad. Those 
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it Celebrities get to 
play characters they 
might not normally 

get to play. They get 
the chance to be big 

and broad and huge. 99 

—Voice director Andrea Romano— 

Mark Hamlll acts the Joker with maniacal glee, 
leaving the production In awe. “No need for 

therapy this week,” la his favorite catch phrase. 

occasional funny moments arc a 
release." 

“I just had a disturbing thought. 
What if that guy wasn't wearing a 

mask.’ — Batman to Gordon 

Moon of the Wolf * * 
U li"K «KII Sm —a Irfcjib* h» In Wd* IfcnKd 
hi Pkk SrhuL AninulioB hy AM1M. 

A werewolf is terrorizing 
tJotham and the evil Dr. Milo is the 
cause. His experimental 'steroid- 
formula changes athlete Tony 
Romulus into the creature of the 
night. Nothing hut a slugfest between 
Batman and a werewolf, intercut 
with transformation scenes, and a 
warning for kids to stay away from 
steroids. 

Noted producer Bruce Timm. 
“This is what l call a good Tuesday 
episode. It's not what you want to 
open a week on or end a week on. 
but it passes the time agreeably.” 

To jazz up the show. Timm 
suggested a guitar score to composer 
Richard Bronskill. “My first thought 
was that a really weird electric guitar 
solo like Eric Clapton's might give it 
a weird edge,” said Timm. “I don't 
know if it made the show any better, 
but it's different.” 

Dr. Milo offers Tony Romulus the 
formula that will turn him into a 
werewolf In "Moon of the Wolf." 

“Even scum spend the holidays 
with their families." 

—Robin to Batman 

Christmas with 

the Joker ★** 
11/1301 t#2l Story and IrtrpU} by kddk 
C rf»mdriikt. Ihmlrd by Ktil Hullrn*tuth. 
\nimalion by \Kl IM. 

It’s Christmas, and the Joker has 
broken out of Arkham Asylum to put 
on a murderous holiday television 
marathon endangering 
Commissioner Gordon, Harvey 
Bullock, and Summer Gleeson. His 
explanation? He didn't have a family 
of his own to share Christmas with, 
so he decided to steal one. 

Noted producer Bruce Timm, 
*ifs one of our weirdest shows. The 
original director Kent Butterworth 
quit and went to Universal in the 
middle of production. Brie Radomski 
pretty much redirected it through the 
layout stage, making it tighter.” 

BS&P refused to approve the 
original script. “It started out as a 
much nastier, really funny script, 
written by a friend of Paul Dini, 
Eddie Gorodetsky," said Timm* 
"When Joker says ‘I didn't have a 
family of my own, so I decided to 
steal one/ it’s a regular family he's 

week because it really is 
kind of a release. 1 think 
the appeal to a lot of the 
celebrities on this kind of 
thing, is that they get to 
play characters that they 
may not normally get the 
chance to play on camera. 
They get to be big and 
broad and huge—if they 
are evil, they are truly 
evil; if they’re good, 
they’re good.” 

Romano gets scripts 
about a week before 
recording, and goes over 
casting choices with the 
producers, directors, writ¬ 
ers and story editors. 
Then it’s a matter of 
availability. Romano has 
brought a number of fine 
actors to the show, like 
friends Adam Ant and 
Barbeau, and actors she’s 
had to cold call like 
Michael York, David War¬ 
ner, Roddy McDowall, 
and many others. Some 
actors even call her up 
just like in the old '60s 
BATMAN show. And 
just like the old Adam 
West show, everybody 
gets paid scale and loves 
it. 

“This show sells itself,” said 
Romano. “ I don’t have to call 
up and say to an agent. We’re 
doing a show called BATMAN, 
it’s about this hero who dresses 
up as a bat. Everybody knows 
who Batman is. So it’s an estab¬ 
lished property and a very valu¬ 
able property. More often than 
not I’ve had actors themselves 
or their agents call me and say, 
‘Larry Drake wants to do a 
BATMAN.” 

To get Tim Matheson to play 
a sleazy D.A. on “The Shadow 
of the Bat,” Romano played up 
the fact that John Vernon was 
voicing Rupert Thorne in the 
same episode. Vernon and 
Matheson had worked together 
on ANIMAL HOUSE. “You 
know that this is a good pairing 
because it’s worked before,” 
said Romano. “It's also an ap¬ 
peal, it’s a trick.lt has some 
pull, you know.” 

The trick also works with ac¬ 
tors who may not have worked 
with another actor before, but 
really wanted to. “You call up a 
celebrity who maybe is not 
savvy to the show yet and you 
say, ‘We’d like you to come in 

and play this guest star.’ ‘Well, 
who else is on the show?’ 
That’s always the question that 
celebrities ask. Who else is do¬ 
ing it? Well, David Warner 
plays Ra’s a) Ghul. ‘Oh, great, 
I'll be there. I love him, it’ll be 
a pleasure. If David’s doing it, 
then I’ll do it.’ 

“A lot of them won’t come 
and do animation again because 
they had such a bad experience 
on other shows. They were just 
so badly directed or the anima¬ 
tion for a show they worked on 
was practically stick drawing. 
The productions didn’t take the 
time, and they didn’t put the 
care into it that we put into our 
show. 1 have to say there really 
has not been anybody who has 
done an episode of any of the 
shows that I directed who hasn’t 
said ‘Please let me come back 
and do another one. I’ll come 
and do this any time. This is a 
pleasure.’” 

While casting most of the ce¬ 
lebrity villains was easy. The 
Joker caused headaches for Ro¬ 
mano. “Everybody has an idea 
in their mind of what he should 
sound like,” said Romano, who 
cast Tim Curry initially but de¬ 

cided to replace him 
after recording several 
episodes. The replace¬ 
ment needed to be some¬ 
one who could provide an 
interesting twist to the 
character as well as be 
adept as ADR (Automatic 
Dialogue Replacement or 
looping), because Curry’s 
voice needed to be re¬ 
placed on the finished 
cartoons. 

“Mark Hamill's agent 
had called me up long be¬ 
fore we were actually 
even recasting that and 
said Mark would love to 
come in and do a villain 
for you, and he came in 
and played a 35-40-year- 
old executive who was 
just doing some sleazy 
business. It wasn’t really | 
a typical huge villain. 
He’s a wonderful actor 
and did a very good job. 
When he finished the 
episode he said, ‘Thank 
you so much for this job, 
but what I really want to 
do is a big, broad, evil vil¬ 
lain.’ You just don’t nor¬ 
mally think of Mark 
Hamill in those terms. So 

then when the Joker auditions 
came about, when we knew we 
were going to replace Curry, 
Mark was the first person I 
thought of. I said, ‘Let’s find 
out.’ 

“He came in and was so en¬ 
ergetic, enthusiastic and so tal¬ 
ented, he’s really quite a marvel 
to watch. We gave him the role. 
You could actually animate 
Mark, the way he moves and 
acts when he records, because 
he becomes the Joker. He’s also 
a huge cartoon and comic book 
aficionado; he’s quite a collec¬ 
tor, and he knows more back¬ 
ground information on these 
characters than many of us. So 
it was really quite a pleasure to 
have him start working with us 
and it’s been just a joy all 
through the last couple of 
years.” 

Finding Kevin Conroy for 
Batman was a breeze by com¬ 
parison. The only limitation 
was that the role couldn’t go to 
a celebrity. “When you have a 
body of 65 episodes you have to 
know that you’re going to be 
able to keep that celebrity here 
in town to finish the recording,” 
said Romano. “A lot of celebri- 
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The vole* regulars (I to r) Aaron Kincaid a* Killer Croc, Diane Pershing as 
Poison Ivy, Hamlll, Richard Moll as Two-Face, Paul Williams as Penguin, 

Arisen SorMn as Harley Quinn, and Kevin Conroy as Batman/Bruce Wayne. 

ties are going to up and go and 
take a movie in Europe for six 

eight weeks and then you 
have to halt production while 
that happens. 1 had to be very 
careful about making sure I had 

actor that 1 could keep in 
town long enough to get 65 
episodes out, which took two 
years to record." 

Conroy won the part among 
who auditioned. “As soon as 

Kevin finished auditioning we 
just said, That absolutely is 
voice.’” recalled Romano, 

believe our concept for Bat¬ 
man was slightly different than 
any way that it’s been portrayed 
before. If he’s only being heard 

people who know he’s Bat¬ 
man, he has this deeper, raspier, 
sexier voice. 

“He affects the Bruce Wayne 
voice, and we had to be careful 
that Bruce Wayne didn’t be¬ 
come too foppish, too light, too 
silly, too affected, that it sounds 
too cartoony and too broad. 

' Kevin was able to make that 
distinction very clearly and very 
easily and quite believably for 
all of us. That’s why we were so 
crazy about him." 

Producer Eric Radomski de¬ 
scribed a typical recording ses¬ 
sion. “Bruce [Timm], Alan 
[Burnett], the directors and I are 
at the recording. All of us have 
an opinion during the recording 
sessions. Andrea is a real pro, 
and she'll read her script, and 

we'll rehearse it, and if we have 
specific notes before we go in to 
the actual recording, she’ll con¬ 
fer with us. We’ll just discuss 
the real important stuff in a par¬ 
ticular show. She seems to be 
able to get the performance out 
of the actors. 

“We’ll do one complete run 
through the show. We sit there 
with our scripts during the 
recording, and jot down notes 
about particular line readings. 
The director has his opportunity 
to get what he needs. Having 
the talent we had on the voices, 
we basically give them a script 
and let them go. The only direc¬ 
tion Andrea had to give time 
and time again to new actors is 
keep it from becoming too car¬ 
toony.” 

According to Romano, de¬ 
pending on the production 
schedule, directors often wait 
for her edited dialogue track be¬ 
fore they begin to storyboard. 
“If the actors have done a really 
good job it really makes it much 
easier for the story board artist 
to create the look around that," 
said Romano. 

Romano characterized the 
recording sessions as “fun and 
relaxed,” with no memorizing. 
“They have a script to read 
from. There’s no makeup, 
there’s no wardrobe; and as 
long as their voice is warmed up 
when they walk in to do the ses- 

continued an page 125 

body thought they could walk 
over us,” said Timm. “Literally, 
everybody came in and thought 
‘These guys don't know what 
they’re talking about. They're 
not writers. They can't tell me 
whether it’s a good script or 
not. I'll steamroller them.’ And 
everybody tried. Eric and I 
fought back.” 

“Eric is a godsend,” said 
Timm. “1 couldn't do the show 
without him. When we started 
this show, he basically told me 
‘Bruce you make most of the 
creative decisions and I’ll back 
you up,’ and I thought that was 
fine. But as it turned out Eric 
had more animation experience 
than I did. because of his train¬ 
ing at Rick Reinert Productions. 
He did literally everything in 
animation from timing to paint¬ 
ing cels to doing camera work 
and literally everything you can 
do in animation. 

“More importantly, he has 
really strong feelings about 
what makes a good show. 1 fly 
off the handle and argue with 
writers and everything, but Eric 
has been a bear, ever since we 
first started. When we were 
having the story problems and 
we went in to talk to Sean, Eric 
would be saying that the script 
was really bad and we had to 
make it cooler, pointing out 
where to make changes and 
everything. 

“Even when we got in a 
lousy script that I thought we 
could do, Eric would say that 
we couldn't. He's as opinionat¬ 
ed and responsible for the over¬ 
all look and style of the show as 
I am." 

oted series d i r e c - 
t o r Frank Paur 
about working at 
Warner Bros. 
“It’s certainly a re¬ 
freshing studio.” 

The difference with Warner 
Bros is their attitude. They are 
genuinely interested in doing 
quality work. They want their 
work to last. Other studios like 
Marvel or DIG, the attitude is 
'Just get the product out there.’ 
The networks don't care what 
happens to it as long as it gets 
on the air. One person in control 
of a company once put it to me 
that all he cared about was how 
many pounds of film he had in 
his hand to put on the air. So 
Warner Bros is a great place to 

stolen, making it much more intense 
and scary. 

“I like the fact thal Fox always 
runs it on Christmas,evcry year,” 
said Timm. “It's realty different than 
a typical, sappy Christmas episode 
on other series. It's dark, bitter and 
weird.” 

Commissioner Gordon, Summer 
Gleeson and Harvey Bullock spend 

"Christmas With the Joker." 

“1 so wish you wnuldn‘1 he so 
rough with your toys. Master 
Bruce.” —Alfred 

Heart of 
Steel (Part i> **** 

II i*Hl. Story ind IritpUy by Bryant 
Strptmi, iHrrvtrd by fir*in Yllitfi- \nim*Uon by 
Surfet. 

A robot is caught try ing to rob 
Wayne Enterprises, almost killing 
Batman in the process. The clues 
lead Batman as Bruce Wayne to Karl 
Rossum, who has created an artificial 
intelligence computer named 
HARDAC. Wayne meets Marilyn 
Monroe look-alike Randa Duane, 
Rossum’s assistant, who acts as 
HARD AC’s agent in Gotham, 
replacing city officials with life-like 
robot doubles to protect humans 
from themselves. Duane, actually a 
robot, turns out to be a formidable 
foe for Batman thanks to scripter 
Brynne Stephens. 

Producer Bruce Timm noted he 
wasn’t happy with the score for the 
show. "Wc told the composer [Peter 
Tomashek] the whole show was an 
homage to ’50s science fiction 
movies Unfortunately, they made it 
too bombastic and took it way over 
the top.” 

HARDAC, the computer master¬ 
mind behind the plot to control 
Gotham City in "Heart of Steel," 

Heart of 
Steel (Part2) ***+ 

11/I7/V2 llJli Stun ind trkpli* by Brynne 
Mrphrnv ilimtrd by Krtin AJtirri. Vainutifia by 
Sunriw. 

HARDAC has replaced Gordon, 
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Mayor Hill and Harvey Bullock. 
When Barbara Gordon calls Batman 
to police headquarters with the 
Batsignal. Bullock's double and 
Batman have a remendous battle and 
the robot gets dropped into the 
Batsignal w ith spectacular results. 
When Batman won't allow Barbara 
Gordon go w ith him to HARDAC’s 
lair, she goes on her own. Animation 
by Sunrise is a knockout on both 
episodes, Scripter Brvnne Stephens 
fleshes out Barbara Gordon to set up 
her Batgirl debut in "Shadow of the 
Bat." 

Noted producer Bruce Timm 
“[Director] Kevin | Alticri) 
encouraged the board artists to go off 
the script to do something different 
with it and make it better.' Every 
single robot in the show had a huge 
fight scene with Batman boarded. 
Originally the Bullock robot 
sequence went on and on. The hoard 
artist Mark Wallace did a great job 
on it, but we had to cut it all out. 
That happened w ith every single 
robot. Everyone went nuts," 

Even a fight between Batman 
and his robot double was cut, "It was 
wonderful great stuff," said Timm. 
"But the show was literally an hour 
and a half." That boarded scene 
became the genesis of “His Silicon 
Soul," 

as 9 

Randa Duane's true nature is 
revealed in the climactic battle 

of “Heart of Steel, Part II." 

If You’re So Smart Why 
Aren't You Rich? * * ★ 
1UI&92 ifjl*t Story and itkplit by Hat id W b*. 
hirrvirtj b% Erk Kaduimlu. laimaiioo h> Blue 

Remit 114l Pa/ Vrul.i 

The origin of the Kiddler. A 
brilliant game designer, E+ Nygma, 
gets cheated out of millions of 
dollars by the company he works for. 
He decides to take revenge on his 
boss and adopts the identity of The 
Riddler. When Batman and Robin 
close in, he traps them in the 
Minotaur Maze, a full-scale version 
of his computer game. Fortunately 
for the Dynamic Duo, Robin had 
been an avid player of the game, for 
years. Unfortunately, he had never 
won it. 

In this show's version of the 
classic villain. The Riddler*s riddles 
and death traps lake form lung before 
he ever dons a costume and turns to 
crime. Producer Bruce Timm 
dislikes the character in any form. 
"He's super-intelligent, but he still 
has to pull these stupid riddles," said 
Timm. "That's the inherent problem 
with the Riddler. Thai's why he 
doesn't show up until late in the 
season, because nobody could figure 
out how to make the Riddler work. 

Joker s Wild *** 

The Rlddler's deadly Minotaur 
Maze greeting In “If You're So 
Smart Why Aren’t You Rich?" 

and they still didn’t figure out how to 
make him work.” 

Producer Eric Radomski, who 
directed the show is less critical, 
except about its title. “I fought to get 
that changed and no one would 
change it.” He agrees with Timm 
that ‘‘It’s not one of the stellar 
performances of the Batman series." 

“Why...it's an homage to me. 
Kind of sorry I have to blow it 
up.” 

—Joker, upon seeing 
the “Joker's Wild" casino 

something you don’t see anywhere 
else in the series. “By the time.wc 
had gotten to that show, the network 
was letting us do that sort of thing,” 
said Kirkland. “The first episode I 
did we couldn't even show a 
handgun. We probably got away 
with it because of that stupid Joker 
face on the end." 

His Silicon Soul ** 
11. ±0 92 iNOi Stop uid irlrpiat In Mult iMafang 
and Robert Sfclr. Directed by Hind Kirkland, 
Animation by Spectrum iKiaf YniifU 

IIARDAC’s secret Batman robot 
activates and breaks out of storage. 
He tries to replace Batman and the 
hero has to battle his doppleganger, 
in order to save himself and the 
world. 

A very unnecessary sequel to 
“Heart of Steel." While Boyd 
Kirkland storyboards a great moody 
beginning and directs some fine 
poignant moments with the robot 
realizing he is just a duplicate of 
Batman, he can’t save a weak, 
uninteresting script. The narrative 
hook depends on the overworn cliche 
of the artificial man who wants to be 
human achieving humanity by 
sacrificing himself. 

11/1*92 iMO) Slop md irlrplit by Riul Uioi 
Uirrctrd ht Ro>d Kirkland, Aninutinn hy 

VKOM 

While watching television in 
Arkham, the Joker learns that 
Cameron Kaiser has opened a casino 
called Joker's Wild, that’s based on 
the villain’s look. Enraged, he breaks 
out of Arkham. Batman can’t believe 
anyone would he stupid enough to 
risk his casino in such a manner and 
investigates Kaiser’s records 
discovering the casino is massively 
in debt, and the insurance policies 
arc paid in full. Kaiser is betting the 
Joker will arrive and destroy the 
casino. When he does. Batman lets 
the villain know he’s been played for 
a palsy and the Joker goes after 
Kaiser. A cool little episode (hat’s 
purely an action show with plot twist 
after plot twist marred only by the 
Joker’s simple escape from Arkham, | 
where doors don't lock. "It's the 
kind of thing I wish 1 had caught at 
the storyboard stage,” said producer 
Bruce Timm. “You can't have them 
reanimate the scene just because it's 
dumb." 

Director Boyd Kirkland made 
special note of Phil Norwood's 
boards of Bruce Wayne meeting the 
Joker at the blackjack table. "Wayne 
is goading him and the Joker is doing 
all of these elaborate card tricks." 

At the end, as Kaiser escapes in a 
helicopter, he turns to the pilot only 
to discover it's the Joker, pointing a 
.45 automatic directly at him. 

The Joker confronts the wily 
Cameron Kaiser for besmirching 
his good name in “Joker's Wild." 

— 

HARDAC’s robot double of Batman 
In the Batcave's weapon room in 

the cllched “His Silicon Soul." 

“For me it was making it work 
on the level of the mood I was trying 
to create, and also create a little 
empathy for the robot character,” 
said Kirkland. “You need to care 
about the guy who makes the 
sacrifice at the end of the show. I 
thought it was kind of axil to see 
Batman fighting Batman." 

“What happened to my mask?" 
— Batman to Talia 

Off Balance *★* 

11 1*92 il$Di Stop md idrpbt by 1a W ml I Hrrvt- 
td by Krv in Alfirrt Animation hy Sunrise - 

An informant tells Batman that 
the Society of Shadows is planning 
to steal a top-secret sonic weapon. 
Later, Count Vertigo and members 
of the Society use a vertigo-inducing 
device to take the weapon from 
armed guards. Batman attempts to 
recover it and meets up with Talia, a 
mysterious woman trying to get the 
self-same weapon for her father. 
Count Vertigo’s previous employer. 
The two battle their way through 
Vertigo’s b«x>by-trapped fortress 
outside of Gotham City. Of course, 
as befits the villain’s name, the final 
confrontation takes place in a bell 
tower ala Alfred Hitchcock's 
VERTIGO. The show’s final 
sequence introduces Ra’s Al Ghul. 

work.” 
In the first few months of 

production, Bruce Timm 
wouldn't have agreed The pro¬ 
duction was so far behind 
schedule, they had to have a 
layout crew on location to save 
the time of sending storyboards 
overseas and waiting for the re¬ 
sults. Timm was depressed with 
all the delays, script problems 
and network intervention, and 
came very close to quitting. "I 
had my quit speech all 
planned," he said, “I’d go home 
and tell it to myself, just what I 
was going to say the next day. 
Fortunately, I never had to use 
it.” 

Timm didn’t quit ultimately 
because Alan Burnett finally 
became free of his contract at 
Disney and joined the staff as 
the show’s third producer. 
“Things backed off a lot when 
Alan came in,” said Timm. “For 
one thing Alan is a little bit old¬ 
er, and even though he had nev¬ 
er produced before, he was very 
well known in animation circles 
as being a very good writer. He 
brought a certain amount of re¬ 
spectability with him.” 

“We met up with Alan and 
he’s just a really great guy,”’ 
said Radomski. “He turned out- 
to be a real blessing for the 
show. He’s real even-tempered 
and very sympathetic to what 
we felt real strongly we wanted 
the direction of the show to be. 
Alan just basically started going 
ahead with stories and getting 
writers interested and maintain¬ 
ing the quality.” Noted Burnell, 
“There were story problems be¬ 
cause Fox had concerns, politi¬ 
cal problems. There was al¬ 
ready a lot of good stuff in 
place, it was just a matter of 
massaging and that’s why I was 
brought in. I’d done a lot of 
massaging as a story editor with 
the networks and creative peo¬ 
ple at other companies. 

“Everybody was working as 
hard as they could. They just 
needed someone to come in and 
take everyone’s individual vi¬ 
sion of the show and bring it to¬ 
gether with everyone else’s, 
taking the best of all the ideas 
and making it work as a cohe¬ 
sive vision. It wasn't an 
overnight process, it took 
months!” 

When Burnett came on 
board the show had already 
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DIRECTING THE 
CARTOON ACTION 

Directors at Warner’s Animation 
design show for overseas cartooning. 

By Boh Garcia 
While the production was 

staffing up. Producers Bruce 
Timm and Eric Radomskl were 
looking for directors. One of the 
first people Timm called was 
Kevin Allieri, a co-worker at 
DIC. Altieri had worked at 
Nickelodeon and Disney, and at 
the time was doing comics for 
TSR. Allieri remembered his 
reaction. “I said to myself, “Yeah 
right, Warner Bros is going to do 
BATMAN. I know what this is 
going to be. It's going to have 
Bat-Mite right?’” 

Altieri came in for the inter¬ 
view, was shown the presenta¬ 
tion reel and handed Mitch 
Brian’s first script “On Leather 
Wings." Altieri was impressed. 
“The fact that the first episode 
featured a character like Man- 
Bat clinched it for me," he said. 
"That and the police blimps. It 
got me, and 1 wanted to do this 
show." 

The police blimps that Altieri 
mentions are part of the strange 
hybrid world of BATMAN that 
Alan Burnett described as, “If 
the '40s had computer technolo¬ 
gy.” Visually this translates to 
Tommy guns and zcppelins 
coexisting with black and white 
television, car phones, video¬ 
tapes, and supercomputers. Alti¬ 
eri loved the look and feel of the 
world, and really hated the one 
incongruous Batvehicle that 
Bruce Timm added to the milieu, 
the Bat wing. 

Countered Timm, “I always 
liked the Batwing in the movie. 1 
thought that was a brilliant piece 
of design, making the plane look 
like the Bat logo. Of all the dif¬ 
ferent Batplanes he’s had over 
the years, it’s my favorite. I 
knew we had to change the 
design a bit for animation. If you 
look at the model, it has a really 
lumpy design to it. It doesn’t 
look good from all angles. So I 
played around with it and came 

up with that long pointy front 
end. Kevin hated it.” 

And Altieri is infamous for 
changing what he hates in a 
script, as story-editor Paul Dini 
described: “There are a lot of 
times he’ll gel a script and he'll 
go, “Ugh, well 1’U fix it.’ He’ll 
throw in some incredible visual 
sequence. I’m working with him 
on a script now where the ending 
of it is the Joker in a helicopter 
shooting at Batman and Harley 
with a bazooka. He told me he 
liked it all except the ending. He 
said, “Well, let’s put him in this 
old style Gennan-type plane." 

Altieri gets away with mak¬ 
ing changes because he always 
improves a script, adding excit¬ 
ing action or drama to it, making 
mediocre scripts into fun epi¬ 
sodes, and good scripts into 
excellent episodes. He’s proven 
to be one the best directors on 
the show. 

Altieri was hired early in the 
production when there wasn’t 
much of a staff. “When I got 
here, it was a big empty room 
full of empty offices,” he said. 
"It was Bruce, Eric and Ann 
Whiting, the production manag¬ 
er and that was it. They asked me 
then “So who can we get?' I 
knew about a bunch of guys that 
had been put out of work when 
TMS folded up their USA oper¬ 
ation. So Dan Riba and Brad 
Rader came over. I’m still work¬ 
ing with people who I was work¬ 
ing with in my first year in ani¬ 
mation." 

The next director hired was 
Boyd Kirkland, a former manag¬ 
er of a layout studio in Utah and 

Series directors (I to r) Kevin Altieri, Dan Riba, Boyd Kirkland and Frank 
Paur praise Warner's Animation for supporting an output of quality work. 

CLAYFACE first appeared in 
Detective Comics #40 (June 1940), 
although he had none of the villain's 
modern characteristics. It was over two 
decades later, in Detective Comics 
#298 (December 1961 above) when the 
story was told of fortune hunter Matt 
Hagen's discovery of an underground 
pool of protoplasm. After immersing 
himself in the pool, Hagen was able to 
transform himself into any shape he 
could think of. The powers of the pool 
lasted 48 hours, while the synthetic pro¬ 
toplasm Hagen subsequently designed 
had dangerous side effects on his body. 
Preston Payne also became a Clayface- 
type character (Detective Comics #478. 
August 1978) after isolating an enzyme 
from Hagen's blood and injecting it into 
his own body. The effect was more 
destructive on Payne, who had to build 
an exoskeleton to control his contagious 
touch (personal contact reduced victims 
to a blob of protoplasm) and support his 
clay-like flesh. In the animated series. 
Matt Hagen is an actor who uses a spe¬ 
cial face cream to modify his appear¬ 
ance. An overdose of the lotion affects 
his body, allowing him to to reshape his 
face and body into anyone he wants to 
impersonate, character sketch below by 
Bruce Timm ./Joe Desrls 
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RIDDLER Edward Nigma. as a boy. 
clandestinely photographed the solution 

to a finished puzzle in order to ilicitly win 
a school jigsaw puzzle solving contest. 

As an adult, he ran a carnival puzzle 
booth but cheated in order to keep prize 

money tor himself. He later turned to 
more extravagant crimes, leaving dues 

for the police to solve. Riddler has 
developed a conditioned reflex which 

makes it impossible for him to make a 
significant move in his life without offer¬ 

ing some kind of complex riddle as an 
explanation. Even when Riddler seems 
to possess the upper hand. (Detective 

Comics #377, July 1968 above). Batman 
always solves his dues. First surfadng 

in Dectective Comics #140 (October 
1948). the Prince of Puzzlers had only 

been chronicled in three comic book sto¬ 
ries before his appearance on the 1966- 

68 TV series. Much of Riddler's subse¬ 
quent print characterization had a foun¬ 

dation in Frank Gorshin's intense TV 
interpretation. The animated series 
defines Riddler. designed by Mike 

Mignolas below, as having been Eddie 
Nashton. a sharp-witted genius who 

changed his name to Edward Nygma 
and made a fortune inventing puzzles, 

putting his cunning to use mastermind¬ 
ing grandiose puzzle crimesiJoe Desris 

it Gordon is shot off- 
camera because the 

writers know what we 
can’t show. We get 
notes, ‘Make sure 

there’s no blood.’5 ’ 

—Director Boyd Kirkland— 

Director Kevin Altied's cover for Superman- 
Batman Magazine #2, painted by John Calmette, 

capturing Altieri’s forte. Batman in action. 

veteran director and pro¬ 
ducer from Marvel Pro¬ 
ductions (ROBOCOP, GI 
JOE). “Boyd has a real 
feel for the dramatic 
stuff," said Radomski. 
“He makes dialogue be¬ 
tween two characters in¬ 
teresting, where normally 
they could be two heads 
talking to together, he’s 
able to stage things and 
give a lot of acting to the 
characters that will con¬ 
vey that dialogue. He just 
has a knack for it, and it 
comes from his long ca¬ 
reer in this business." 

Recalled Kirkland. 
"Everybody in town had 
heard Warner Bros was 
doing BATMAN. As soon 
as I heard they were actu¬ 
ally hiring. I contacted 
them and told them I was 
interested. Since my back¬ 
ground was mostly action- 
adventure shows, 1 got 
hired on that basis. 1 was 
hired about three weeks 
after Kevin Altieri." 

The look of the show’s 
stylized animation didn't 
throw the veteran director 
in the least. "What I’m 
doing as a director is 
mainly just telling sto¬ 
ries," said Kirkland. "So 
how the character looks or 
the backgrounds are paint¬ 
ed doesn’t matter as much 
as getting into the acting 
and the staging, the flow 
and the dramatics of the 
story. Whether the guy 
has a round jaw or a square jaw 
does not affect the story or how 
I’m going to tell it." 

Kirkland recalled how Timm 
had to fight for his concept of the 
show with Fox. Noted Kirkland, 
“Timm said to them, ‘The dark¬ 
ness and the violence is the 
nature of the beast. This is what 
you bought. This is the character 
and if you’re not going to let us 
do this sort of thing, then what 
do you want this show for?’ As 
always with children’s program¬ 
ming, they had a lot of restric¬ 
tions for what they’d let us do. It 
look a while for everyone to get 
their concessions from each 
other, and for us to get an idea of 
what we could and could not 
do." 

Kirkland described some of 
the rules Fox laid down at the 
beginning. “There’s this strange 

rule in animation called duplica- 
bilityhe said, “if it’s something 
they think that the kids could 
imitate and hurt themselves with, 
or if they do something conceiv¬ 
ably dangerous that they would 
have picked up from the show. 

“In G.I. JOE the excuse 
always was that the guns were 
not shooting bullets, they were 
shooting lasers. They were laser 
weapons and as long as they did 
not look like current everyday 
handguns, and they were shoot¬ 
ing laser beams and not bullets, 
then that would be excused. But 
with BATMAN we were shoot¬ 
ing bullets and seeing shells 
ejected out of the guns, so that 
was a real touchy area. It got on 
the air with two restrictions. 
Initially, they didn't want us to use 
any handguns, period. All we 
could use were tommy guns. 

Tpmmy guns were OK 
because they’re obso¬ 
lete and they aren’t lay¬ 
ing around. The rea¬ 
soning behind it was 
that some kid isn’t 
going to find one. 

“When we got into 
handguns we had to make 
sure they were designed 
with this Deco look so 
they didn't look like an 
authentic, typical hand 
gun. Then, we actually got 
a few scenes where we did 
have regular revolvers, 
but in those cases it was 
only the police who could 
handle them. They were 
police weapons. We had a 
particular struggle with 
the network over the slow 
motion scene in ‘I Am the 
Night.’ The villain, the 
Jazzman, is trying to kill a 
hospitalized Commission¬ 
er Gordon. He gets a re¬ 
volver from a cop who 
was standing guard out¬ 
side Gordon’s hospital 
room. He picks up the 
gun, aims it at Gordon and 
shoots. We went around 
and around. They wanted 
us to cut some of that. 

"Earlier in that same 
episode. Gordon is shot 
off-camera because the 
writers know what we 
can’t show. We get notes 
all over the place saying: 
’Make sure there’s no 
blood.’ We cannot show 
blood in the series any¬ 
where, but at least people 

get hurt. In G.I. JOE it drove me 
crazy. You had shrapnel and bul¬ 
lets flying everywhere and no¬ 
body even gets winged. I guess 
there is some rationale to what 
we can use and what we can’t. It 
eludes me. It’s a pretty sensitive 
subject." 

According to Kirkland, 
another sensitive subject is the 
racial makeup of the criminals 
“The network has told us we 
cannot put minorities in criminal 
or disparaging situations." he 
said. “They don’t want to be 
accused of any racial prejudice 
by using minorities as bad guys, 
and asked us to avoid using 
them.” 

To Fox’s credit, both of these 
restrictions have been over¬ 
looked at times to tell the story. 
The Jazzman did point and shoot 
a revolver at James Gordon in “I 
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Am the Night.’ The Joker points 
a gun directly at Cameron 
Kaiser in “Joker’s Wild." An 
African-American villain ap¬ 
pears in “Dreams of Darkness." 
A South American Indian and 
gentlemen who appear to be 
Latinos appear in “The Worry 
Men.” However, all elements of 
ethniticity have been eliminated 
from any of the villains* speech 
patterns. 

Other directors hired in those 
first few months were Kevin 
Butterworth, who left after 
almost completing one show, 
Dick Sebast who did several 
episodes including the Emmy- 
Award winning “Robin’s Reck¬ 
oning," and Frank Paur who had 
worked with Kirkland at Marvel 
Productions on BUCKY 
O’HARE, and took it over when 
Kirkland left. Later in the sea¬ 
son, when Sebast left, board 
artist Dan Riba was promoted to 
director, to fill the gap. 

Paur started his animation 
career in college in Utah doing 
layout for various companies. He 
moved out to California one 
summer to work, and when he 
realized he was making a very 
good living without a degree, he 
stayed. “I never thought I’d 
make a career out of animation." 
said Paur. “I always thought of it 
as a summer job. because It was 
always very seasonal.” Since the 
late '80s, he has worked for DIC. 
Marvel, Hanna-Barbera and oth¬ 
er studios, but Warner Bros sur¬ 
prised him. 

"With ROBOCOPthe budget 

was about one- third of what we 
spend on an episode of BAT¬ 
MAN. The system Marvel had 
set up was very assembly line. 
There weren’t as many stages 
and phases of preproduction. 
You did your piece and then 
handed it off to somebody else 
who did his piece, and somebody 
else did his piece. Now you were 
supposed to be overseeing all 
that but it was all flying through 
the system so fast that you were 
lucky to just catch the worst of it. 

“Even if a director wanted to 
change the staging, even if he 
wanted to improve what was 
going on or the body language, 
there’s no time to do it," he con¬ 
tinued. “You’re lucky if you can 
catch stuff where screen direc¬ 
tions arc screwed up let alone get 
into the subtleties of acting. 

“So just the amount of time 
Warners has given us to do this 
makes a difference.” said Kirk¬ 
land. “You know we started 
BATMAN two years before we 
went on the air. So we had a lot 
of lead time and we set up a sys¬ 
tem where I have a lot more 
hands-on control of the artwork, 
the storyboards, the timing and 
that sort of thing than I ever had.” 

On BATMAN the directors 
wielded some control and influ¬ 
ence. That control sometimes 
extended to judging whether a 
script was good enough to go 
into production. "That happens 
quite often.” said Kirkland. “In 
fact I’m waiting for a script now 
because the version I got a week 
ago I rejected. Tm sorry, I can’t 

make a silk purse out of a sow’s 
ear here, you gotta do a rewrite 
on this.* So to some extent 1 have 
the authority to complain." 

It would seem that the pro¬ 
ducers could have just given that 
show to another director. "Well, 
you know, they’ve tried that be¬ 
fore too, but usually all of us 
kind of see eye-lo-eyc on what’s 
good," said Kirkland. “So we’ve 
rejected scripts as directors and 
asked for rewrites. 

“Usually the stuff we can get 
into playing around with as 
directors is action, and things 
that don't involve dialogue," 
said Kirkland. “It gets awkward 
for us to start messing around at 
the storyboard level with the dia¬ 
logue because that gets recorded 
within a week after the script is 
written and then that’s locked 
down. We can’t go in afterward 
and rerecord some lines. That’s 
usually an expense they want to 
avoid. 

“If we don’t like something 
or don’t think it's working, the 
storyboard guys and myself re¬ 
work how an action sequence is 
going to play out and just drop 
out the action that was described 
in the script. If there’s some dia¬ 
logue that we don’t particularly 
like, well, we'll just restage it all 
so we don’t even have to use the 
dialogue. So we'll just drop it 
and say it visually. There arc 
ways of manipulating and con¬ 
trolling without having to 
change the recording session. 
We’re always looking for ways 
to improve things.” 

A setup for the two-parter “The 
Demon’s Quest.” This episode 
explains how Talia falls in love with 
Batman and learns his secret identity. 
Luckily, it is more than that, with a 
solid storyline and fast-paced action. 
Watch for Twitch, the snitch at the 
beginning of the show who gets 
thrown off Gotham's Statue of 
Liberty for revealing the society’s 
plan to Batman. If you look closely, 
you'll notice a passing resemblance 
to Tim Burton, passing because the 
character was animated off-model. 

Three different versions of the 
episode aired, as the show got 
repeated in the rotation. “The 
distortion vertigo sequences weren’t 
disorienting enough so we did 
retakes," said producer Bruce Timm 
of Sunrise's animation. “While we 
were waiting for them, we did effects 
in video with a computer that were 
real wobbly and quite nauseating. It 
worked great, but. we did that to just 
gel the show on the air. When we got 
the retakes back, the film editors cut 
them into the episode, but dropped 
the video distortion effects on the 
whole sequence and that ran. We told 
them to put the effects back in. 
which is the version now airing." 

Count Vertigo uses the captured 
sonic weapon in a climactic bell 
tower chase In “Off Balance.” 

"Looks like Edward Nygma is 
making a comeback.” 

— Batman to Gordon 

What is Reality? *** 
11/2492 Story mttd edcpU* by Marty hrnhrm 
and Htdwrl N. Sldr. iJirrctrd by IHtk Srhibl. 
Animation by AKOM 

The Riddlcr is "'hacking" his way 
through Gotham's automated teller 
system and the stock exchange* 
“deleting” his former personality, E. 
Nygma from all computerized 
records. To get revenge on Batman, 
he lures Commissioner Gordon into 
a deadly virtual reality program with 
no exit and Batman must battle the 
Riddlcr inside the virtual reality 
landscape to save his friend. 
Batman’s first cyberpunk adventure 
and despite a rather hackneyed plot 
wilh a tremendously contrived 
“funny" escape solution, it’s 
surprisingly entertaining with some 
good-looking animation. 

Producer Bruce Timm was not a 
fan of the episode “Virtual reality is 
too science fictiony for our show,” 
he said, "While it may be 
conceivable that it will work in four 
or five years, Batman transforming 
himself into a black knight and 
flying around on a chessboard is 
unfathomable to me. Strangely 
enough, it’s one of A ROM’s better 
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BATGIRL. aka the adoptive daughter 
of Police Commissioner Gordon, Barbara 

Gordon, encountered Killer Moth 
ambushing Bruce Wayne on the way to a 

Masquerade Ball. Coming to Wayne's 
rescue, Gordon discovered she enjoyed 

the danger and excitement of a career 
fighting against crime. She first appeared 

in Detective Comics #359 (January 
1967) and for awhile worked together 

with Batman and Robin (Detective 
Comics #385, March 1969 above). 

Although portrayed as a high-school 
student on the animated series, 

character sketch below by Bruce Timm, 
comic books chronicled the unmarried 

Gordon as having a Ph.D. from Gotham 
State University. In addition to a well- 
stocked utility belt, she is aided by a 
photographic memory and a first kyu 

brown belt in judo and karate. Although 
much younger in the animated series (or 

perhaps depicted earlier in her career). 
Barbara Gordon remains the attractive, 

red-haired daughter of Commissioner 
Gordon and works part-time in the public 
library. Enamored of Batman's deeds, as 

well as of Batman himself, she wears a 
look-alike costume and Tights crime as 

Batgiii. Betty Kane, a different Bat-Girl, 
appeared in the early "60s as the niece 

of Batwoman./Joe Desrls 

££ Batman is the glue 
holding Gotham City 
together. He’s sort of 
the painkiller for the 

city. He tries to 
lessen the pain.” 

—Producer Alan Burnett— 

gone through two bibles. 
“I read both and culled 
from them." said Bumett. 
“I could have written an¬ 
other one, but I decided to 
discover the show through 
the scripts. I was interest¬ 
ed in Wayne’s past and 
how the boy was forged 
by the moment that his 
parents were shot." 

csides the cre- 
ative prob¬ 
lems, Burnett had the 
very practical prob¬ 
lem of being far be¬ 
hind schedule. The 

editorial staff, comprised of 
himself. Sean Derek and Laren 
Bright, was too small to handle 
the crunch. Burnett hired addi¬ 
tional story editors, including 
Martin Pasko, Michael Reaves, 
and convinced Paul Dini to 
leave TINY TOONS. 

“All of the story editors had 
different takes on what the 
show was about," said Michael 
Reaves. “It is to Alan Burnett’s 
credit that we were all able to 
subsume all those different 
takes under the same umbrella, 
and have it come out as a coher¬ 
ent vision." 

In the Fall of 1991. with his 
editing staff in place, Burnett 
called a meeting that reforged 
the show’s concept. "I got all 
the story editors and producers 
into one room for two days," he 
said. "We just talked about Bat¬ 

man, and talked it out. What we 
thought his childhood was like 
before his parents were shot, 
and after his parents were shot. 
What his relationship with his 
father and mother was like. You 
never hear about what his rela¬ 
tionship was with his mother, 
not even in the comic books. 
It’s always his father, his father, 
his father. We talked about his 
sex life. Everything. 

"We talked about the villains 
and why Gotham City is the 
type of city that produces these 
quirky characters. We talked 
about what Batman means to 
the city. We decided that 
Gotham City is a city where the 
institutions are not only break¬ 
ing down but sometimes are the 
problem. Batman is the glue 
holding it together. He’s sort of 
the painkiller for the city. He 
tries to lessen the pain.” 

Bumett was given a great de¬ 
gree of (attitude to make the 
show work. “It was a dream 

job," said Burnett. “I 
answer to Broadcast 
Standards. Everyone else 
who gave me notes, I 
didn’t necessarily have to 
listen to them. I’ve never 
been in that situation be¬ 
fore. And the BS&P folks 
at Fox, Avery Cobum and 
Sidney Iwantar have been 
terrific. Many times I’ve 
called up Sidney and told 
him 1 was having a story 
problem, and asked his 

opinion about a solution. He 
would volunteer his ideas, and I 
found him very helpful." 

Timm and Radomski liked 
working with Bumett. “He had 
an open ear for us,” said Ra¬ 
domski. “When we really didn't 
care for something, we could go 
and tell him our reasons, and he 
wouldn't be an asshole about it. 
He was real cool, and it ended 
up working out great. 

“For the most part, he trusted 
us. and our opinions about how 
things would work, and we be¬ 
lieved in a lot of stuff he did. It 
proved to be a great combina¬ 
tion. The majority of stuff we 
got to do the way we wanted to 
do it." 

Timm and Radomski wanted 
to avoid references to Batman’s 
origin as much as possible. 
“Bruce and I fought against it 
everytime, said Radomski. “It 
would have been twice as many 
times, had it not been for us. It’s 
an important point, but you 
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shows. They pulled off all the special 
effects very well.” 

"C'mon, he was a demented, 
abusive, psychotic maniac.” 

—Harvey Bullock on 
the Joker’s demise 

The Laughing Fish ***1/2 
L10 <fU) Slory and irirpUy hy Paul DtoL 
(Hmtrd bt Bruce H, Timm, \nimslinD In Iking 
V*n* 

The Joker has contaminated all 
the fish in Gotham with a chemical 
that makes them smile like his own 
face. In a typically insane twist, he 
goes down to the patent office and 
demands a patent on the fish so he 
may get royalties from every Joker- 
fish sold. When he’s refused, the 
Joker proceeds dispose of patent 
officers until Batman tracks him to 
his hideout at the city's Aquarium. A 
nice adaptation of two Joker comic 
book stories (“The Joker's Three- 
Way Revenge" by Adams and 
O'Neil and “The Laughing Fish" by 
Engleharl and Rogers). 

Director/producer Bruce Timm 
paid special attention to this episode. 

Batman and the next victim of the 
Joker's plot In “The Laughing 

Flail,” switch Indentlfles to no avail. 

“I wanted the Joker to be very scary 
in this show and scripter Paul Dini 
came through," said Timm. "The 
Joker is actually threatening. 
Obviously, we couldn't kill people, 
but his victims might as well be 
dead. We put them into comas with 
this horrible grin on their face. It's 
one of Raufs best scripts." Timm not 
only influenced the story, he also 
shaped the episode on the boards, 
story boarding the entire third act 
himself and most of the rest. 

I'imm also pushed the scar incss 
of the episode during the scoring by 
Shirley Walker. "When we were 
spiriting the show, I told Shirley I 
didn't want the Joker theme in it, I 
wanted it to sound like a horror 
movie. Not like an over-thc-top 
melodramatic Universal horror 
movie, because most of our scores 
are already over-thc-top, but I 
wanted it to sound like ALIEN. She 
didn't think a cartoon could suppon 
that type of score, but I convinced 
her that we had room to experiment 
in 65 episodes. It's the weirdest 
score of any of the shows, with this 
strange dissident music behind the 
Joker that builds a weird tension 
you're not consciously aware of. 'The 
first two acts have only this very 
straight demonic music and I think it 
helps the show immeasurably. 
Without it, it would just have been 
another show.” 

Batman goes cyberpunk in “What 
Is Reality?" on an electronic 

gameboard made by the Rlddler. 

“I’m not a doormat. Am I?” 
— Harley 

“If you had a middle name it 
would be W elcome,” _ 

Harley and Ivy ***** 
LIftW tffei Hir> and I cfcvfa. tn IW I toil. Iliintcd 
by Boyd Kirkland \nimilmn by TMSDon* 

Vnn*. 

Harley Quinn is kicked out of the 
Joker’s gang and decides to go it on 
her own. In the course of her First 
solo robbery, she's thrown together 
with Poison Ivy who is robbing the 
same museum. The two team up and 
have a hugely successful crime spree 
at Gotham's expense. The women 
finally have to contend with both 
Batman and the Joker, but prove that 
no man is a match for them. 

Author Paul Dini explained how 
this episode started. "I stuck my head 
in (producer] Alan Burnett's office 
one day and said I wanted to do 
THELMA & LOUISE with Harley 
and Ivy. He said *1 like it!’ 1 thought 
the two of them would make an 
interesting pair. You have Harley 
who is an ‘enabler’ who lets the 
Joker do awful things to the world as 
well as to her. And you have Ivy 
who takes no crap whatsoever, least 
of all from a man.” 

"Originally. Harley was only 
supposed to be in one episode, but 
she was very appealing and she 
added this other dimension to the 
Joker; most of his hcnchpeople are 
pretty expendable. After Bruce 
[Timm| and I had done a couple of 
shows with Harley, we began 
thinking, what if she’s really kind of 
stuck on him and that's part of the 
relationship. She’s in love with him 
and he treats her like a pet. Harley, in 
her own warped way wants to marry 
the guy, settle down and have this 
nice little fantasy life. But he'll never 
give her that because he knows by 
not giving it to her, he's torturing her 
in a meaner way than if he actually 
just shot her. Someday he'll probably 
get around to that too. But this 
episode is a lighthearted romp with 
two psychotic women in costume'* 

Noted director Boyd Kirkland. "I 
don’t know how we got away with 
the episode, because the whole 
underlying subtext of this show is 
this abusive relationship between the 
Joker and Harley. She just keeps 
coming back for more. The layouts 
were done at TMS, and I think they 
did a wonderful job on the girls. Of 
all the episodes featuring the girls, 
this is the best looking. They were on 
model.’* 

Kirkland added one scene to the 
script. “The girls are tooling around 
town and they pull up a! the 

intersection next to the car with the 
guys who arc hooting and hollering 
at them and such. Harley pulls out 
her bazooka and blows up their car. 
My wife laughed her head off at that 
sequence. It's what every woman 
would love to do.” 

Noted scripter Paul Dini, “We 
wanted this as our first prime time 
show, and Fox was going to run it. 
Then a Fox executive saw it and said 
‘What the hell is this? Batman's not 
in this episode. He’s only in it at the 
end? The whole episode is two girls 
running around in their underwear. 
There's no boy appeal here.’ 1 said, 
‘Well maybe not any boys you 
know.' They refused to run it in 
prime-time. Their idea of a perfect 
show is ‘I Am The Night.' That 
meets their criteria. It's dark and 
grim, with more of an adult feel and 
Robin was in it.” 

Poison Ivy and Harley Quinn 
become fast friends on a crime 

spree In “Harley and Ivy." 

“What happened? You been 
letting the kid drive again?” 

—Earl to Ratman and Robin, 
in the wrecked Ratmohilc 

The Mechanic ★ ★★ 

1.1WJ t#55l Stuo by Str*r Pitta ind Ijjtb Krt^hl. 

TrkpUy by Rudy Rhfti Directed by Kevfa 
AJtfcti, \nimilMin by AKCIM. 

Batman ’s car is wrecked and he 
takes it tu his secret mechanic, Earl 
Cooper. Penguin discovers Cooper 
and forces him to sabotage the 
BatmohiJe in order to protect his 
daughter’s life, leaving Batman and 
Robin at the mercy of the Penguin. A 
long take on something that didn't 
work that well in BATMAN 
RETURNS. If it wasn't for director 
Kevin Allien's staging of the action 
sequences, this would have been a 
bore. 

"This was one of those stories in 
development hell for a long time," 
said producer Bruce Timm. "We 
needed scripts. I think it’s a stinker, 
but it has some of AKOM’s better 
animation in it,” 

Noted director Kevin AJtieri, "It 
was the first show that AKOM laid 
out itself. It's not as good as their 
‘The Last Laugh', but had far fewer 
retakes (almost 80% of ‘The Last 
I^ugh’ needed retakes). 1 think they 
were threatened that they might lose 
the work, so they pul their A-Team 
on it. 

"It actually is a script that is 
similar to the ’60s series," said 
Altieri, "But when you do do 
something like this comedy, you 
must remember that even though the 
script may be goofy, you have to 
show that the characters are living it. 

Penguin holds BatmoblJe mechanic 
Earl Cooper’s daughter captive to 
steal the car In "The Mechanic.'* 

When Earl drops the tires on 
Penguin’s henchmen, he thinks 
Batman's dead and he’s crying.” 

The Man who 
Killed Batman **** 
1I.V.I11511 Slory and tHrplay by Paul IM IHmlrd 
by Brucr Timm. by Siirbr, 

Told in flashback, we discover 
that Sid, one of Boss Thome’s 
stooges thinks he’s killed Batman, 
and so do his accomplices. He's 
kidnapped by the Joker who drops 
Sid into a vat of acid with Harley 
Quinn playing ‘Amazing Grace' in 
the background. Miraculously, Sid 
survives, and goes to his boss, 
Rupert Thorne, for protection from 
all the crooks who want to kill 
Batman's killer. 

This is one of those stories that 
typifies scripter Paul Dini's Lone 
Ranger version of Batman: the hero 
who only comes in at the end and 
rides away when everything is 
solved. "Tile idea of Batman, and 
what he means to the city, is stronger 
when he's not around," said Dini. 
"It's a Will Eisner-style story.” 
Eisner created the seminal masked 
hero. The Spirit, back in the '30s. 
"Batman s presence is felt all the 
way through it. That's what I love 
about the series. The idea of Batman 
is so strong that he doesn’t even have 
to be in the episode. It's his aura that 
propels the series. Most of my 
episodes don't deal with Batman, but 
w ith the villains." 

As for Harley Quinn playing 
"Amazing Grace” on the kazoo— 
"We thought we would get in 
trouble, that people would say it was 
sacrilegious," noted Dini. “But it was 
really funny. I gave [actress] Arlcen 
[Sorkin] a kazoo and she did it in one 
take, which was lucky because we 
were all screaming with laughter 
when she did it. We never would 
have gotten another lake out of her.” 

Noted producer Bruce Timm of 
Mark Ham ill’s voice characterization 

The Joker gets sentimental and 
bids fond farewell to his fallen foe 
In “The Man Who Killed Batman/* 

99 



of the Joker, eulogizing Batman, 
“That is one of the sequences, where 
Mark did such a great job vocally, 
that when i was hoarding it, all I had 
to do was listen to what he was doing 
with his voice and pictures just 
popped into my head. It just happens 
like that sometimes. One of the 
things we wanted to do a lot more of 
in this series with the Joker was to 
have him do these great, violent 
mood swings." 

Timm praised Sunrise 
Animation's handling of the Joker. 
“A lot of the studios interpret the 
shadows around his eyes like a mask, 
almost a raccoon mask. Fortunately, 
Sunrise didn't. I have to give Ronnie 
del Carmen credit, they followed his 
storyboards dead on. There are a lot 
of these great Joker expressions on 
the board that actually made it into 
the cartoon.” 

Zatanna, a magician from 
Batman's past, framed for a 

Gotham robbery in "Zatanna." 

“I was a different person then.” 
— Bruce 

“Yes, intense, driven, moody. 
She'd never recognize you now.” 

— Alfred 

Zatanna **+ 
lie.1 (fSI) Story ud tefcpin? b> P»iil INai. Ittmtnl 
hi rock Stbut. Amimalioa h* Spectrum. Itoo* 

VlW. 

A fun script drives this story 
about Zatanna. a magician who gets 
framed for robbing the Gotham mint 
during her stage act. Batman had met 
her years earlier, while training to be 
the world's best crimefighter. At the 
lime, he was using a false identity to 
study under the greatest stage 
magician and escape artist of all 
time, Zatara. His cute young 
daughter, Zatanna had a crush on 
“Joe Smith" and then he disappeared 
from her life. Director Dick Sebasl’s 
last show. Sebast quit in the middle 
of it and it was finished by 
uncredited Dan Riba. 

This wonderful little episode is 
designed to delight DC comics fans 
by tying Batman's training to one of 
DC‘s Golden-Age heroes. But even 
if you don't know the history of the 
characters, the show comes off as a 
nice, light romp. Noted scripter Paul 
Dim, “Bruce hud to leant to be an 
escape artist from someone, and I 
thought wouldn't it be great if he 
learned from Zatara. DCs old 
Golden Age hero, who at the time 
had a cute little sixteen-year old 
daughter. 1 pitched this to Paul 
Lcvitz, president of DC Comics, who 
said, ‘That's wonderful. That’s better 
than anything we've ever done with 
Zatanna!' And it was logical that if 

PRODUCING THE 
PRESENTATION REEL 

Eric Radomski and Bruce Timm on 
filming the short that defined the show 
By Bob Garcia 

To help sell a stylish animat¬ 
ed cartoon version of BAT¬ 
MAN to advertisers and quite 
possibly her own studio, Jean 
MacCurdy, president of Warner 
Bros Animation had Bruce 
Timm and Eric Radomski, two 
TINY TOON production artists 
film a one-and-a-half-minute 
presentation reel featuring their 
unique vision for the series. 
Neither artist had ever pro¬ 
duced a cartoon before, and the 
success of their effort won 
them the job of producing the 
show. 

Timm storyboarded the car¬ 
toon, an action sequence of Bat- 
man’s encounter with jewel 
thieves. Radomski painted the 
backgrounds with the help of 
Ted Blackman, who went on to 
become the principal back¬ 
ground designer for the entire 
series. “(BlackmanJ really 
nailed the look of Gotham City 
with this Art Deco feel to it," 
said Radomski. “He’s an in¬ 
credible graphic artist, and is 
really responsible for this art 
deco direction that we went 
for.” Lorenzo Martinez also 
contributed incidental paint¬ 
ings. 

Preproduction at Warner 
Brothers took about two or 
three weeks with the story¬ 
boards shipped to Canada for 
animation. The short included 
an opening multi-plane camera 
pan over Gotham City. Timm 
and Radomski were sent pencil 
tests of the animation for ap¬ 
proval. 

Storyboards by Bruce Timm (above 
and right) for the two-mlnute 

promo reel he directed with Eric 
Radomski to sell the series. Never 
telecast, the promo Inspired the 

show's high contrast title sequence. 

Greg Duffel of Lightbox An¬ 
imation employed traditional 
animation techniques, but sug¬ 
gested adding shadows on his 
in-house computer system, 
something commonly done on 
his commercial work. Timm 
and Radomski agreed and 
Timm flew up to Canada for 
three days work on the shad¬ 
ows: “Usually we just paint a 
shadow on a character right 
away,” said Timm. “These sha¬ 
dows were shot as a second 
pass, at a percentage, slightly 
out of focus to give them a soft 
edge.” 

“We did a mix on it, using 
some of the BATMAN score 
from the movie and added 
sound effects and packaged it 
together,” said Radomski. “We 
showed the final version to Jean 
fMacCurdy] and she loved it. 
She look it over and showed her 
superiors on the lot and they 
loved it. We were hoping we 
might be made art directors on 
the series, just to maintain that 
style.” 

In the meantime, Warners 
had already sold the series to 
the Fox network in a package 
deal that included TAZMANIA 
and other properties. Timm and 
Radomski were hired as pro¬ 
ducers to deliver on the series. 
The promise of their presenta¬ 
tion reel, and its quality enticed 
producer Alan Burnett to sign 
on as head writer. And the reel 
eventually served as the inspira¬ 
tion for the series* main title se¬ 
quence, rendered in an even 
more stylized, impressionistic 
form. 
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An homage to Bob Kane's Batmobile 
design as seen In "The Mechanic." 
Below: The series' Batmobile look. 

don’t have to beat people over 
the head with it. Once people 
know this man has been in¬ 
spired to be this dark vigilante 
because his parents were 
killed—okay, done deal—let's 
move on to how he handles this 
problem in his everyday life.” 

Story editor Michael Reaves 
took a very hard stance on Bat¬ 
man's personality. “I see Bat¬ 
man as a borderline psychopath 
who just happens to be on our 
side,” said Reaves. “He has a 
moral code that he does not kill, 
and we're lucky he has that. But 
otherwise he is a grim, driven 
character.” 

Noted Radomski,"Bruce and 
I gave the writers free rein to 
have their creative input, but 
still we maintained a general 
look and direction for the show. 
A lot of them have been waiting 
for this chance for a long time, 
because everyone has paid their 
dues. Just about everyone on 
the crew has been in the busi¬ 
ness for the past ten years. 
Everyone has had to work on a 
lot of crappy stuff." 

"That’s why we’re all so ex¬ 
cited to be working on it,”said 
director Boyd Kirkland. “Final¬ 
ly, something that doesn’t insult 
your intelligence and is high 
quality. It's like a dream come 
true for a lot of us. With this 
show you didn't have a toy 
company dictating things, you 
didn't have a network that was 
trying to squash everything and 
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The Penguin goes straight, out on 
a date with socialite Veronica 

Vreeland In “Birds of a Feather.” 

Birds of a Feather *** 
i«7i Slaty by t'fcuck Mrmvillc. I HepUt by 

Hnou Slrpbriu. Directed by l rink F*ur. 
by lhm% Yang 

The Penguin is in love, hut not 
for long. Veronica Vreeland wants a 
super villain as the attraction at her 
next party sir she invites (he Penguin. 
Kc jumps at this chance to enter high 
society, and flattered by Vreeland's 
attention, he falls for her. At the 
party the Penguin discovers 
Vreeland's motives and kidnaps her. 

Until this episode, (he Penguin 
had been shown as a belligerent, 
self-centered, arrogant, pompous ass. 
Here we see what all that has gotten 
him in life. When he leaves the jail, 
no-one comes to meet him. He must 
ride a bus home. When he gels there. 
Batman has already broken in. and 
warns the Penguin to stay on the 
straight and narrow path. Noted 
director Frank Paur. “Batman comes 
out as a putz in this show with his 
actions proving to be as much the 
problem as the solution." 

Producer Bruce Timm credited 
storyboard Artist Ronnie Del 
Carmen with the show's affecting 
characterizations. "He is the star of 
that show,” said Timm. “Ronnie put 
a lot of time and effort into acting 
out the storyboard poses. He's the 
one that made that episode special. 
All the acting bits that the Penguin 
does throughout are due to Ronnie. 
He thought all of that out.” 

“You’re a real piece of work 
Batman.'' —Robin 

Robin’s Reckoning 
(PART 2)_ ★★★1/2 
2 U 9.x (*J7j Slaty and Irlrpti* by Rwgrl. 
IHmlrd by Dkk Nrb*M Animalion by 
Spectrum, [Iobk Yang. 

Batman finds Zucco in an 
building near an abandoned 
amusement park. Zucco is so 
paranoid, that he's actually alert 
enough to wing Batman, chasing him 
through the park. Flashbacks show 
young Dick Grayson’s chase of Tony 
Zucco in the past that leads Bruce 

Robin apprehends Tony Zucco, the 
man who killed his parents. In 
“Robin's Reckoning, Part 2.” 

he learned from her father, he would 
have had a little thing going with 
Zatanna.” Dini wrote the part with 
voice actress Julie Brown in mind. 

A blinded Batman does battle with 
the Penguin, dangling over an Iron 

smelter In “Blind As a Bat." 

“I still have serious misgivings 
about building weapons systems.” 

—Bruce Wayne, just before 
Penguin steals the stealth 

helicopter his company developed 

Bund as a Bat *** 

WMO ifSMi Sfc*> b> MB* ( Bhwd Md Ijb WtaL 
I rkpUy by Lru Wrin. Directed by Dick Scbmi 
■ad Dab KihA. An unit too by Jumto. 

The Penguin steals Wayne 
Enterprises' latest invention, a 
deadly assault helicopter with a 
special optical system for perfect 
targeting day or night. During the 
theft. Bruce Wayne is temporarily 
blinded. Feeling responsible for the 
havoc the Penguin wreaks with the 
copter. Batman takes a daring chance 
and has a helmet version of the new 
optical system connected directly to 
his optic nerves. 

The Penguin takes on a certain 
menace in this episode, mainly 
because the interplay back and forth 
between the hero and the villain 
finally seems equal. With the 
helicopter at his disposal, he actually 
has something that puts him on 
somewhat equal Fighting terms with 
Batman, as opposed to ’Birds of a A 
Feather' or ‘I Have Batman in My 
Basement’ where the Fowl Fiend 
seems totally outclassed by Batman. 

This is the first episode totally 
directed by Dan Riba (who had been 
a director at DIC). He spent a lot of 
time going over the layouts and it 
shows. The action is well timed and 
smooth, moving the episode along at 
a good pace. “Everybody was 
worried about the mechanics of the 

All right, scumhucket. It’s you. 
me and thirty stories. You’re going 
to tell me exactly what I want to 
know.” 

—Batman to a dangling saboteur 

Robin’s Reckoning 
(PARTI) ***** 
I/T/tJ (Oil Story mod irlrpLiy by Kmdt Kogrl. 
Dirrcird by [Mck Srburt Animation by Spectrum, 

While failing saboteurs at a 
construct ion site. Batman learns that 
the man who killed Robin's parents, 
Tony Zucco, is back in town. He 
goes off to track him down and tells 
Robin to stay a! home- Robin trys to 
discover why Batman is being so 
mysterious, and finds out who his 
guardian is hunting. Angry at 
Batman for keeping him out of the 
chase, Robin rides off into the night. 
This Emmy award-winning episode 
is magnificent, w ith a fresh and 
emotionally charged retelling of 
Robin's origin w ith the young hero's 
dialogue being extremely well- 
written by scripter Randy RogeL The 
animation by Spectrum is beautifully 
done, with a weight and depth 
seldom seen on television. 

Particularly strong is the action 
as Batman infiltrates a mobster's 
estate, silently taking out guards and 
cutting through alarms. Noted 
producer Bruce Timm, “It’s a 
stunning sequence, made all the 
more effective by the fact that it is 

A young Dick Grayson with hi9 
aerial artist parents in “Robin’s 
Reckoning/' an Emmy-wlnner. 

done without any music, only sound 
effects. That’s the first time we did 
an action sequence without any 
music behind it. We were spotting 
the episode with [musical director] 
Shirley Walker, and she said ’This 
stuff is so strong you don't need 
music.1 1 said 'You're kidding!' It 
was all her idea, and she was right. 
For some reason, it makes it seem 
very real. It gave it an extra 
dimension that we usually don't 
have" 

Timm noted how the emotions in 
the episode made people cry, “Dan 
Riba, who was a storyboard artist at 
the time, was crying in the editing 
room when Robin says goodbye to 
his circus friends and the elephant 
after his parents' deaths. 1 cried 
when I heard the score added to the 
scene by Carlos Rodriguez. The 
combination of the music and the 
visuals was just so moving, I started 
weeping.” 
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Wayne to adopt the boy and train 
him as Robin. Dong Yang's 
animation is flat and cartoon-like 
from Spectrum's layouts. 

“When the second episode came 
in it was a crushing blow," said 
producer Bruce Timm. “1 always 
knew it was going to be a problem 
because of the overly-complicated 
merry -go-round sequence, but it was 
more than just that one sequence. It 
could have been great. It should have 
been better, because the boards were 
better. Spectrum fell down on this 
one, because they did the layouts for 
the show/* 

Though flashbacks give us a 
great background on Wayne and 
Grayson, and allows us a cool look at 
Batman’s first costume, the story 
adds little to the emotional impact of 
the first episode. “The story wasn 't 
quite as compelling as the first part," 
said Timm. “It just spends it’s time 
tying up loose ends." 

while DC Comics was in the 
loop, they pretty much stood 
back and let us handle it. 

“But the quality control and 
all that sort of thing comes 
down to the amount of time 
Warner Bros gives us. You can 
have the best intentions in the 
world, but if you’ve only got a 
week and that's all you’ve got. 
you can only do so much. Plus 
it helps to he with a studio with 
deep pockets. There is a lot of 
money involved in animation 
and usually a lot of lead time 
before you can recoup your in¬ 
vestment. You need somebody 
with enough financial where¬ 
withal to absorb all the costs 
and then float the whole thing 
for a couple years or however 
long it takes before they start 
seeing a profit. A lot of the 
smaller studios just can’t afford 
to do that." 

Kirkland outlined BAT¬ 
MAN’S system of production. 
“The art department, the story¬ 
board people, the sound folks 
all get the script, the same time 
I get the script.all on the same 
day, basically. Then we start to 
coordinate. The storyboard 
guys get working on it first. 
From their roughs or finished 
boards then characters and 
backgrounds are redesigned to 
accommodate whatever hap¬ 
pened on the board. It’s a give 
and take all done simultaneous¬ 
ly." Storyboards are completed 
in three weeks and turned over 
to the directors who work with 
the storyboard artists for anoth¬ 
er week on refinements. 

“At the same time I’m going 
through it Bruce and Eric are al¬ 
so going through it making 
notes of some things they’d like 
to see," said Kirkland. “We also 
have to send a copy to the net¬ 
work to get their approval. So I 
get notes back from the produc¬ 
ers and the network and I try to 
incorporate everybody’s wish¬ 
es.” 

As production was coming 
to a close on the first few 
episodes, the producers realized 
they needed a musical director 
and composer and Shirley 
Walker came on board. Bruce 
and Alan and Eric all felt they 
didn’t want electronic music ex¬ 
cept under special circum¬ 
stances" said Walker. “The aura 
of this show reflects back into 
the late ’30s early ’40s in the vi- 

continued on page 106 



things to come 
Second Season 

A rundown of the twenty new episodes 
to premiere on Fox-TV for Fall 1994. 

By Robert T. Garcia 
When Fox picked up BATMAN 

for a second season to debut Fait 
1994, they insisted on less emphasis 
on its film noir, dark, angry attitude, 
less introspection, more humor, more 
larger-than-life adventure and more of 
Robin. Next year the show moves ex¬ 
clusively to Saturday morning. 

Producer Paul Dini's plans for next 
season include stories on each of the 
three major villainesses, another Mr. 
Freeze, and a Two-Face story. A script 
involving Hugo Strange was deemed 
subpar and dropped. Also not to be 
seen is a planned episode featuring a 
vampire character called Nocturna, 
cancelled during preproduction. Fox 
broadcasters wouldn’t allow a vam¬ 
pire to bite Batman’s neck or allow 
scenes of Batman searching through 
Gotham for blood. 

Another episode cancelled after 
running afoul of Fox’s Broadcast 
Standards and Practices was titled 
“The Darkest Night,” in which Bat¬ 
man is hypnotized into becoming the 
ultimate vigilante. Noted producer 
Bruce Timm, “The mildest thing he 
does is threaten a thug while holding 
him over a rooftop. After he gets the 
information he wants, he drops the 
guy off the roof. Even though Robin is 
there to save him, BS&P said we 
couldn't have that happen. We decid¬ 
ed that if we can’t do the weakest 
thing, then this show is not worth do- 
* ff mg. 

Twenty new episodes have been 
ordered by Fox, including the follow¬ 
ing in preproduction as we went to 
press: 

“Avatar:” Ra’s Al Ghul is looking 
for the mother of all Lazarus pits, in a 
(ale by Michael Reaves set in Egypt, 

A character sketch 
for "Nocturne," a 

show you won’t see 
second season. The 
producers cancelled 
the show, based on 
the vampire from 

the comics, because 
Fox put too many 

restrictions on 
putting the bite on 
the Dark Knight, or 
showing any blood. 

to be directed by Kevin Altieri. The 
pit is guarded by a 3000 year-old "sor¬ 
ceress,” Toth-Khepera, wielding sci¬ 
ence so far advanced it feels like sor¬ 
cery. The voice of Toth-Khepera is 
provided by STAR TREK’s Nichelle 
Nichols. 

“Baby-Doll:” Our attempt to create 
a classic new character,” said produc¬ 
er Bruce Timm. Babydoll, as written 
by Paul Dini and directed by Dan Ri¬ 
ba, is an ex-child star bom with Sys¬ 
temic Hypoplasia. While she is in her 
’30s, she still looks like she is eight or 
ten and is purposely animated to look 
ultra-sickeningly cute. She’s out kid¬ 
napping her ex-cast members from her 
old television show. 

“Bane:” written by Mitch Bri¬ 
an and directed by Kevin Altieri. “We 
couldn’t do the buildup ‘KnightfaU’ 
had in the comics so we chose to do a 
22-minute fight show.” said Timm. 
“As a result, it doesn't have the same 
angst as the comics." It doesn’t have 
the same plot, either. Batman is not 
defeated, crippled and replaced by 
someone else. 

“Bullet for Bullock:” “This is a ter¬ 
rific story for Bullock that Chuck 
Dixon wrote for the comics,” said Di¬ 
ni. “It’s a story about Bullock and his 
personal life. We adapted that story, 
because we love Harvey Bullock, and 
it gives us a chance to concentrate on 
him.” Michael Reaves adapts. Dan Ri¬ 
ba directs. 

"Catwalk:” “Selina Kyle’s been ar¬ 
rested for being Catwoman and she’s 
put on probation i/she promises not 
to wear the suit and do illegal things,” 
said Dini about his script to be direct¬ 
ed by Boyd Kirkland. “She doesn’t 
want to pretend to be good anymore. 
She wants to run out into the night 
and cause trouble: wild and free. Ulti- 

THE CREEPER aka Jack Ryder, 
first appeared in Showcase #73 (March 
1967), endowed with a device capable 
of rearranging the molecular structure 
of matter, making his costume 
weightless and invisible, and a serum 
capable of instant healing, providing 
unusual strength and stamina. Ryder, a 
former security man, obtained the gifts 
while protecting a Russian defector, 
Professor Emil Yatz. Infiltrating a 
costume party where Yatz's kidnappers 
supposedly were plotting to spirit away 
the Professor, Ryder haphazardly 
dressed himself in a sheepskin rug, 
yellow makeup and other found items, 
the origin of his costume. Ryder was 
subsequently pursued by both the 
underworld and the police and 
temporarily went insane from effects of 
the healing serum. (Detective Comics 
#418, December 1971 above). Ryder 
later moved from Gotham City to 
Boston, where The Creeper now battles 
evil. Sketches were made by Bruce 
Timm of the character for the animated 
show's second season, but the 
character was dropped when it was felt 
that one episode proved insufficient to 
handle The Creeper's origin and still 
allow room for a plot involving 
Batman./Joe Desris 



POISON IVY aka Pamela Lillian 
Isley majored in botany in college and 

was convinced by her professor to 
burgle some ancient Egyptian herbs 

from a museum, but unknown to Isley. 
the herbs were poisonous. When the 
professor attempted to eliminate his 

accomplice with the untraceable poison. 
Isley's body instead assimilated the 

toxins which made her immune from all 
poisons when absorbed by her body. 

Choosing the name Poison Ivy. she 
embarked on a career of crime. Those 

who spurn or double-cross the gorgeous 
but vain Ivy s adavances are considered 
enemies, especially Batman and Bruce 

Wayne. A member of the Injustice Gang 
of the World and the Secret Society of 

Super-Villains, she first appeared in 
Batman #161 (June 1966. above). The 

animated series provides a different 
origin for Pamela Isley. As a child her 

only friends were the plants she ended 
in the family’s greenhouse. When a 

large corporation forced her parents off 
their land, Isley vowed revenge. She 
used her botanical skills to devise a 

"love potion" extracted from rare plants 
to bend “evil men* to her will. Adopting 

the name Poison Ivy. she turned to a life 
of crime, character sketch below 

designed by Lynne Naylor ./Joe Desrls 

The Penthouse home of one of “The Terrible Trio," a second season take on the Leopold and Loeb syndrome. 

££We couldn’t do the 
buildup ‘Knightfall’ 

had in the comics, so 
we chose to do ‘Bane,’ 
a 22-minute fight show 
without the angst. ’5 

—Producer Bruce Timm— 

mately, that is more im¬ 
portant to her than the 
fear of going back to jail. 
It’s kind of sad. 

Noted Dini, "Catwo- 
man's secret for me has 
always been Rudyard 
Kipling’s ‘I am the cat 
who walks by myself and 
all places are alike to 
me.*” 

“Harley's Holiday.” 
Harley Quinn, one of the 
show's original villains, 
gets released from the Arkham 
asylum in this solo adventure 
written by Paul Dini and direct¬ 
ed by Kevin Altieri. It’s her first 
and only day of parole. No mat¬ 
ter what she does, she just can't 
stay out of trouble. 

“Harlequinade:” "This is ba¬ 
sically the movie. 48 HOURS," 
said scripter Paul Dini. The 
Joker steals an atomic bomb 
and plans to use it to get rid of 
the police, the mayor and Bat¬ 
man. “He wants to do it all in 
one fell swoop,” said Dini. 
“Nuke ’em and leave a glowing 
pothole." Only Harley Quinn 
knows the Joker’s whereabouts, 
so Batman gets the police to 
promise her parole if she helps 
find him. 

“It’s a character study of the 
idiot and the hardass trying to 
work together,” said Dini. 
"There is always the underlying 
suspicion that she is going to 
betray Batman at the very last 

minute. Batman has to keep 
locking her in the car, because 
he can’t trust her. In between 
it’s funny, sexy and has a lot of 
action in it. And right in the 
middle of it Harley has a 1940s 
torch song number." Said pro¬ 
ducer Bruce Timm, who story- 
boarded one tense standoff be¬ 
tween Harley and Batman, “It’s 
better than 48 HOURS.” Di¬ 
rected by Kevin Altieri. 

“House & Garden:" “Poison 
Ivy wants a home, a family and 
a quiet life. Now. there’s every¬ 
one else’s definition of what 
that means, and then there’s 
Ivy’s,” said scripter Paul Dini. 

When someone begins using 
exotic plant poisons in Gotham 
City, Batman checks on Ivy. 
“And she’s a mom,” said Dini. 
“She’s wearing a housedress 
and driving kids to school, and 
she loves it because she doesn't 
have to run from the police any 
more.” 

Dini feared Fox might 
pull the plug on this 
episode, because of a 
scene where Ivy talks 
candidly to Batman about 
being sterile. “It’s some¬ 
thing that Denny O'Neil 
put in his graphic novel 
Poison Tomorrow, in just 
a little throwaway line,” 
said Dini, “and I picked 
up on it. If her body re¬ 
jects all infection or out¬ 
side contamination, her 

body is a self-contained little 
hyper-immunity system, so she 
can't get pregnant. I thought 
Fox would never even let me 
hint at her sterility. 

“I think they liked it, be¬ 
cause Ivy had a motivation that 
is not uncommon for a lot of 
women who make a choice with 
their life about family. It’s not a 
standard thing a villain goes af¬ 
ter. The fact that she does gives 
her a resonance. When you can 
do that with a major villain, and 
create that resonance, it lets you 
round out what are fairly stock 
characters.” Directed by Boyd 
Kirkland. 

"The Lion and the Unicom:" 
Alfred used to work for the 
British Secret Service before 
becoming the Wayne family 
butler. Red Claw has found a 
bomb she intends to drop in 
Trafalger Square. She needs Al¬ 
fred to get the firing code. One ^ 
of his old spy buddies calls him 

I 
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The comer donut shop, Gotham City style, In this background for second season's “A Bullet tor Bullock." 

of doing a western. 
“Sideshow:” Killer Croc 

breaks out of a prison train and 
hides out at a circus with the 
freaks. It's Batman against the 
whole freak show, ala Todd 
Browning. Story by Michael 
Reaves, tcleplay by Reaves and 
Brynne Stephens, directed by 
Frank Paur. 

“Terrible Trio:” It’s boring 
to be young, healthy and filthy 
rich, according to three villains 
who set set Gotham on it’s ear 
with a crime spree. The lack of 
a real motive confuses the Dark 
Knight Detective in a story by 
Alan Burnett and Michael 
Reaves, scripted by Reaves and 
directed by Frank Paur. 

“Time Out of Joint:” The 
Clock King is out to destroy the 
man who ruined his life, 
Gotham City's Mayor Hill, us¬ 
ing a device that accelerates 
him in time, bringing the rest of 
the world to a halt. Story by 
Alan Burnett, script by Steve 
Perry, directed by Dan Riba. 

“Trial:” The story that 
Timm and Dini originally 
wanted for the feature film, un¬ 
til, as Dini puts it: “We figured 
we could do all the cool bits we 
wanted to do in a half hour." 
Batman is hunted down and put 
on trial by the underworld for 
his sins against the Joker, Two- 
Face, Poison Ivy and the others. 
Story by Bruce Timm and Paul 
Dini, directed by Dan Riba. □ 

dler always leaves clues, script¬ 
ed by Rogel and directed by 
Dan Riba. “Why does he al¬ 
ways leave these damn stupid 
riddles that always get him 
caught?” said producer Bruce 
Timm. “They came up with an 
intelligent, cool reason why the 
Riddler has this compulsion.” 
Timm hopes this becomes the 
series' classic Riddler episode. 

“Second Chance:’’ Two-Face 
is about to have plastic surgery 
to hopefully restore his features 
to normal, a script by Gerry 
Conway, directed by Boyd 
Kirkland. While Two-Face is 
under sedation, a gang of crimi¬ 
nals breaks in and seemingly 
kidnaps him from the operating 
room. Rupert Thorne and the 
Penguin guest-star. 

“Showdown:” Features 
voices by David Warner (Ra’s 
al Ghul), Malcolm McDowall 
(Ra’s’ lead henchman: a nasty 
Flashman type), Elizabeth 
Montgomery, and Bill McKin¬ 
ney (Jonah Hex), The story by 
Bruce Timm, Paul Dini and 
Kevin Altieri, scripted by Joe 
R. Lansdale and directed by 
Altieri flashes back to Ra’s’ 
I800’s wild west misdeeds fea¬ 
turing an iron-clad zeppelin ala 
Jules Verne. 

Batman isn’t prominently 
featured, but Fox loved the idea 

Catwoman's redesign for a spin-off 
series, now on hold, will show up 

second season as she turns outlaw. 

up, and the chase is on. The 
episode’s title is taken from a 
nursery rhyme which plays a 
part in the gambit. Written by 
Diane Duane, Peter Morwood 
and Steve Perry, directed by 
Boyd Kirkland. 

“Riddler’s Reform:" Paul 
Dini and Randy Rogel write a 
story that explains why the Rid- 

third act and how to make it work 
and we kind of lost track of what the 
characters* motivations were* myself 
included. Suddenly, 1 realized we 
had turned Wayne into an arms 
merchant, which he shouldn't be. He 
doesn't like guns. He would never 
manufacture guns. 

"There was a line in the script 
where he gloats about how much 
money he would make on the sale of 
this copter. We altered that to him 
expressing his reservations about the 
sale. At the ADR (looping] session, 
[producer] Alan Burnett wrote a new 
line for a voice over expressing his 
regret at building the thing in the 
first place. We implied that not only 
had he been blind physically, but he 
had been blind to what his company 
was doing." 

In the script the copter was 
supposed to have been for police riot 
control After the LA riots, it was 
changed quickly to the military. 

“You cannot hide a warrior's 
spirit behind your playboy image, 
Wayne-san." 

—Yroru Sensei to Bruce 

Day of the 
Samurai_★★★★ 
123*3 (M3) Story Bid itkplmy by Sit*t P*rry. 
Directed by Brucr Timm. -VnlmiUoi by Blur 
Peiril. SI Pm AjuIu 

Bruce Wayne gets called to 
Japan by the sensei who taught him 
martial arts. Kyodai Ken is holding a 
prize pupil ransom for the secret of 
the Death Touch. Once he learns the 
secret. Batman and the ninja must 
battle to the death while a volcano 
explodes around them. 

One of the best episodes in the 
series. The score is a perfect mood 

A triumphant Kyodai Kan laughs 
over his successful plot against 
Batman In “Day of the Samurai." 

setter. The direction and staging of 
the action arc well done, with a 
highly ambitious, use of subtitles in 
major segments of the show. The 
larger than life characters play 
against a mythic backdrop, with very 
real and dangerous heroics. 

Director/producer Bruce Timm 
was reluctant to stage the final act as 
described in the script. It called for 
Batman to face off against Kyodai 
Ken unmasked. "I really have a thing 
about showing Batman in costume 
with his mask pulled down,” said 
Timm. Tve always hated that in the 
comics. I don't m»nd knowing if s 
Bruce Wayne as Batman. But to see 
him half-and-half like that just 
makes him a guy in a suit. With the 
mask on he has this'mythic quality, 
[Story editor) Michael Reaves 
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the father and daughter team who seek 
to solve Earth's polution problems by 

destroying human life, made their first 
comic appearance in 1971—Ha’s in 

Batman #232 (June) and Talia in 
Detective Comics #411 (May). Ra’s al 

Ghul. whose name means ‘demons* 
head." was born in North Africa 

approximately BOO years ago, and as a 
physican, developed The Lazarus Pit, a 

regenerative bath that restores life, 
usually his own, adding to his stamina 

and strength. After decimating humanity 
Ra's plans to establish tyranny over the 

survivors. Batman initially met the 
Demon when Ra’s faked the kidnapping 

of Talia and Dick Grayson, actually a 
ruse to test Batman s resourcefulness. 

Ra's proclaimed Batman as the only 
man worthy to marry his daughter and 

be successor to his vast resources. 
Batman initially refused, although much 

later he did indeed wed Talia. and 
unknown to him, a child from this union 

was put up for adoption by Talia, a 
beauty schooled in medicine at the 

University of Cairo who is very familiar 
with chemistry. Bruce Timm designed 
the characters of the animated series, 

below, with a Frank Robbins look for 
Talia./Joe Desrls 

/ 
Despondent in BATMAN: THE MASK OF PHANTASM, hunted by the police and involved with an old flame. 

fifilt helps to be with 
a studio with deep 
pockets. There is a 

lot of money involved 
in animation and a 

long time to recoup. 55 

—Director Boyd Kirkland— 

sual design and of course 
the comic book character 
is from that era. We all 
felt there was a certain 
honoring of those roots 
that we wanted to main* 
tain. And even though it’s 
a very contemporary use 
of orchestra and sound, 
the style of the music to 
me still reflects back to 
that era like the old Super¬ 

man cartoons.” 

owards the end of that 
first year, after the 
score was laid in, the 
first episode “On Leath¬ 
er Wings” was com¬ 
pleted. The news was 

met with some anxiety, and a 
screening was scheduled. “We 
have such a long lag time be¬ 
tween when we do a show and 
we get the film back that we 
didn't sec this first episode until 
we had been working on the se¬ 
ries for almost a whole year,” 
said Timm. “We didn’t know if 
any of the stuff was going to 
work at all. 

‘On Leather Wings’ came 
back looking really great, and 
we all knew our jobs were safe. 
I’m sure that has a lot to do with 
why I love it so much.” 

Radomski credited the epi¬ 
sode for inspiring the whole 
crew. “I don’t know that every¬ 
one had the true faith that the 

show would be this good. 
Everybody was just blown 
away by it. It was enough inspi¬ 
ration to get people to work 
their asses off, and give us their 
best work." 

Even though the episode was 
exciting, there was one techni¬ 
cal problem to be dealt with. 
Radomski’s and Timm’s Dark 
Knight was a bit too...dark. 
“From the very beginning, War¬ 
ner Bros, had always been un¬ 
comfortable with how dark the 
show was,” said Timm. “When 
they saw the first episode, even 
though they loved it, they still 
said there were scenes that were 
almost black. Fox was very ner¬ 
vous about it too. And in truth, 
some of the shots in ‘On Leather 
Wings’ were so dark, you 
couldn't even see what was go¬ 
ing on. 

“At the same time we had 
never seen a look like that in 

any animated series ever! 
We’d never seen anything 
that impenetrable, and we 
were freaking out and 
thought it was really cool. 

“In fact, when we 
transferred it to video, the 
guy who did the video 
transfer for us, told us 
that we were actually get¬ 
ting close to the legal lim¬ 
it of blackness. The FCC 
has a law about how dark 
the image can be. I don't 

know the details of it, but when 
we heard that, we laughed. ‘Oh 
that’s cool. Let’s push it even 
darker. Let’s break the law.’ We 
did actually end up going in and 
brightening up some of the 
scenes.” 

With an episode completed, 
a main title sequence needed to 
be added, something that had 
stymied Radomski and Timm 
for months, and didn’t get fin¬ 
ished until months later. “We 
had been putting it off. because 
we couldn’t think of anything 
cool enough,” said Timm. “We 
didn't want to do a typical car¬ 
toon main title. While we knew 
we wanted to do something dif¬ 
ferent, we didn’t know what. 
Eric and I came up with the idea 
of doing it in a different style 
than the rest of the series: very 
graphic angular shapes with the 
characters pretty much in sil¬ 
houette throughout, like Art De- 



Batman convinces puppet criminal 
Scarlace that hla ventriloquist has 
betrayed him In "Read My Ups." 

these sneaky ways of getting away 
with something BS&P would 
normally never let you get away 
with, because it was just a dummy. It 
was very effective and creepy.” 

“Behold the coming of my brother. 
Lord Hades.” 

—Maxie Zeus, the first time 
he sees Batman 

Fire from Olympus ★★ 
I M2) Ntiio b> Paul Hint. Irirpla) tn JudXS & 

(.ariltM H«*pi Slr*eot. IMnctcd b; Dan Riba. 
\BinutkHi by Sprdnun Ihifl| Vh|. 

A giant electronic cannon is 
stolen from the army, and the culprit 
is Maxie Zeus a man who dresses 
and behaves as if he is truly his 
namesake, the Greek god Zeus. With 
wealth acquired through smuggling, 
he has built himself an Olympus 
(actually a penthouse) over Gotham. 
Batman must stop him from 
destroying Gotham City in his 
madness. 

“We were trying to play Maxie 
Zeus as a loony,” noted director Dan 
Riba, "With all our other villains you 
follow their slow descent into 
madness, but when we come to 
Maxie, he's just nuts. It's the episode 
most like (he old ’60s show, and 
basically Maxie functions as our 
King Tut. The real story centers on 
the people around him coming to the 
realization of just how crazy he is." 
This is a weak episode which Riba at 
least makes interesting by cleverly 
staging the death traps set by Zeus. 

In a neat sequence at the end. 
Maxie is dollied through the 
corridors of Arkham Asylum, and 
recognizes his fellow girds in its 
confines: Hermes, the trickster god 
(The Joker), Janus the two-faced god 
(Two-Face), and Demeler. the 
goddess of plants (Poison Ivy). Riba 
found it to be an interesting twist: “It 
gives it a mythological importance. 
Sort of ‘Campbellizcs* the whole 
thing." 

Maxie Zeus mistakes Batman for 
Hades, the lord of the underworld. 

In "Fire From Olympus." 

“See you around, Batman too had 
you can't say the same.” 

—Lloyd Vcntris, 
the Invisible Man 

See No Evil *** 
I U1J (9151. Sion Add Irkpti* by Martin Puko. 
Ihmtcd by Da* Riba. Vmmutton by 

Spevirtim Itonff Vu|. 

Lloyd Ventris, a petty thief, visits 
the daughter he's separated from by 
using a costume made of invisible 
material he stole. He learns that his 
ex-wife is planning to leave town, 
and starts on a crime spree to get 
enough money to steal his little girl. 
Batman tries to stop the crime spree 
and the kidnapping. A scary episode 
with an ever more psychotic daddy 
pretending he's his daughter's 
invisible friend. 

Noted Timm, “An invisible man 
works really well in animation, even 
better than it does in live action. We 
have total control over the scene. We 
can do things that would Lake zillions 
of dollars to do in live action/' 

Timm recalled that the script by 
Martin Pasko was toned down by 
BS&P- “We were never allowed to 
put the little girl in any jeopardy. 
Originally, the climax was supposed 
to be at a lighthouse and the suit, 
instead of just being poisonous, was 
going to explode from repeated use. 
Ventris was going to be hiding in 
this lighthouse with his daughter!. 
Batman would have had to race 
against time to get to them. But we 
were not allowed to do that, Thar’s 

5/413 ilfcJ l Story b> Ikonii fVNtil and l*o Wei*. 
Trkplay by [*» Wei*. by Kevf> Yltieri. 
\nimAlum by TMSOoai Vadjc 

Batman and Rubin barely escape 

certain death after falling into the 
Lazarus Pit. They return to Gotham 
from the Himalayas, and discover 
Ra’s has a satellite in orbit. Batman 
follows Ra’s to his desert stronghold 
and when he again refuses to marry 
Talia, Ra’s tells him of his plan to 
use the power of the Lazarus Pit to 
create a paradise on Earth by wiping 
out two-thirds of the world's 
population. 

Director Kevin Altieri boarded 
much of the show himself. His 
climactic sabre dual between Batman 
and Ra’s is a particular standout. “I 
love sword fights and there are rare 
opportunities in animation to do 

Batman splashes paint on an 
Invisible thief to stand In the way 
of his escape In “See No Evil.” 

them." said Altieri. "The imagery 
from the Neal Adams comic always 
struck me; Batman stripped to the 
waist with that saber, wearing only 
the mask and tights, not the cape or 
anything else. I think it is the single 
greatest image Adams ever 
contributed to the character.” 

“You've got a hard head. How 
about using it for something other 
than a blunt object.” 

— Batman to Rhino 

Read my Lips ***** 
5 IftU (Ml) Si tin by Alan Kumrtf a*4 Micbri 
Rwn. TrlrpLflt tn jor UnuUlr IHrrcIwl by 
Boyd Kirkland. Vnimmiinn by TMiDoag Yaa* 

A new mob has come to Gotham 
City and is robbing it blind, run by 
Scarface, a ventriloquist’s dummy, 
who insists that he's alive and that 
the ventriloquist who’s operating 
him is just a nobody. Batman follows 
the one criminal he can identify. 
Rhino, to the gang’s hideout. Playing 
on the villain's psychosis. Batman 
tricks Scarface to turn on the 
ventriloquist. 

Great direction by Boyd Kirkland 
combined with a Lansdale’s solid 
script and good animation by 
TMS/Dong Yang make this one of 
the darkest and most interesting 
shows of the series. Batman’s 
mindgame with the ventriloquist's 
multiple personalities is genuinely 
disturbing, and is yet another 
example of story editor Michael 
Reaves’ vision of Batman as a do- 
any th i ng-to-stop-the-bad-guy 
vigilante. His choice of Joe Lansdalc 
as scriptcr enhanced that vision, as 
Lansdale is known as a writer in the 
Jim Thompson school of mysteries 
and suspense. 

Noted director Boyd Kirkland, 
about the shooting “death” of 
Scarface, “It really has an impact. 
You have almost come to think of 
(his thing as alive. It was one of 

figured out a way that he absolutely 
had to have his mask pulled down 
during the final fight. It just bugged 
me that / was the guy who had to 
direct that show! Not only that. I had 
to board that sequence.” 

La Paz Azul Animation went 
broke in the middle of production. 
"You can see the scene where it 
happens," said Timm. "They’re in 
the volcano and bang: ‘Oh my god, 
they ran out of money! This is 
garbage.' I couldn't bear to watch it, 
my heart was broken.” Jade 
Animation was hired to do retakes, 
which saved the show. Timm also 
credited the authentic Japanese score 
by Carlos Rodriguez. 

Noted Timm with some pride, 
"We kill the villain. Michael Reaves 
and 1 were very careful about setting 
it up from the script to the boards. 
We had to give him a getaway, just 
to get it past BS&P. There's a rock 
behind him, he could have jumped 
to. But he’s not going to ran away. 
He's committing seppuku.” 

Ra’s Al Ghul, Talia and Ubu 
confront Batman In the Himalayas 

In "The Demon's Quest. Part 1.” 

Batman kisses Talia before 
riding off into the sunrise In 

"The Demon's Quest II." 

why she escapes immediately.” 
Originally this production 

number was assigned to an episode 
entitled "The Count and the 
Countess.” Producer Timm sent it to 
a Japanese studio for complete 
preproduction work as an 
experiment. He thought it would free 
up the in-house staffs time for better 
shows. The overseas studio took 
months to produce even character 
designs and a partial storyboard, and 
those were drawn in a style too off- 
model to be useable. Production on 
the first season was nearing an end 
and with a troubled script and 
unacceptable preproduction work, 
the episode was killed, when "See 
No Evil'" was completed (the 57th 
or 58th show finished), it was 
assigned the lower production 
number left empty. 

The Demon’s 
Quest (part u ***** 
5/J/9J |959 I Sion and Irk pi a? b> Iknim ONril. 
Ihrrclor Krtin Aitkfl \*imalk>n by TM.SDoa| 

Yaa* 

Robin is kidnapped and Bruce 
Wayne receives a note that reads 
“Batman. Come save Robin." 
Batman then meets up with Ra’s Al 
Ghul whose daughter Talia ('Off- 
Balance'), has also been kidnapped, 
apparently by the same people. Ra's 
Al Ghul proposes they join forces, 
and the world-wide hunt begins. 
After Batman frees Robin from his 
captors and turns down the offer of 
Talia as a bride. Ra's Al Ghul is 
revealed to be a 600-year-old man 
who needs to be revived in the 
waters of the Lazarus Pit. 

This is a faithful adaptation of 
Dennis O’Neil’s and Neal Adams’ 
now-famous series of Batman stories 
from the mid-seventies, and is the 
best comic adaptation to appear in 
the TV series which Altieri had 
lobbied to do almost from the start. 

O'Neil wrote the script for Part 1 
and an outline for Part 2. The results 
are spectacular. The change of venue 
from Gotham City to the streets and 
jungles of the outside world doesn't 
diminish Batman's character but 
serves to strengthen it and Albert's 
staging of the action Is superb. 

“He's going to realize his dream of 
a green and balanced Earth at any 
cost. Even if it means laying waste 
to half the planet to do it.” 

— Batman about Ra's Al Ghul 

The Demon’s 
Quest ipart 2> **** 
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Barbara Gordon as Batglrl, 
confronting drlve-by shooters in 

"Shadow of the Bat, Part 1.” 

“Don't you just love it when he 
gives them to you gill wrapped." 

— (iordon after finding Boss 
Thorne all trussed up by Batman 

Shadow of 
THE Bat (PART l)_ 

WtVW l»5Tl Star* ud tr*rpi»> by Honor Steptttmv 
Ihrrvfrd by trank Piur. ViinifJoD b) Don| 
Van* 

A hotshot new Assistant Police 
Commissioner is putting the grab on 
lots of criminals and newspaper 
headlines. At first. Commissioner 
Gordon finds the situation wonderful 
until the young man uncovers 
evidence that Gordon himself has 
been taking bribes from Boss 
Thome. When the commissioner 
ends up in jail. Batman goes 
undercover, despite Barbara 
Gordon’s pica that he appear at a 
public rally of support for her father. 
Barbara finally decides to 
impersonate Batman at the rally. 
When gunmen attack the platform, 
Batgirl and Robin find themselves in 
the middle of a firefight, just when 
Batman discovers who from his 
Rogue's Gallery is behind it all. 

A great show with a dark, moody 
opening, and intricate, surprising plot 
twists. As Balgirl's origin story, 
Barbara Gordon's motivation for 
becoming Batgirl is much stronger 
than any other previous version, and 
her visual styling and 
characterization are wonderful. 
Director Frank Paur called this his 
favorite episode. 

Shadow of the 
Bat (part 2) *** 
? I4T1 ilftl) Sion «od ufepl** by Bry nm Nirpbnii, 
ENrrcIrd by Frank Paur. AnimaiHio by Itoajc 

Y**|. 

Batman, Robin and Batgirl are 
trapped in an abandoned subway 
station by Two* Face. He blows the 
tunnel and the Gotham River comes 
flooding in, Batgirl is the only one 

Batgirl gallantly averts her eyes 
as Batman strips out a disguise 
In "Shadow of the Bat, Part 2/' 

COMPOSING MUSIC 
FOR ANIMATION 

Emmy-nominated musical supervisor 
Shirley Walker on scoring cartoons. 

By Boh Garcia 
Shirley Walker, Emmy- 

nominated musical compos¬ 
er and conductor of BAT¬ 
MAN, THE ANIMATED 
SERIES, worked with the 
Coppola family on APOCA¬ 
LYPSE NOW and THE 
BLACK STALLION and 
Danny Elfman on NIGHT 
BREED and BATMAN. But 
it was Walker’s work on 
CBS’s THE FLASH, musi¬ 
cally capturing a dark super¬ 
hero world, that brought her 
to the attention of producers 
Eric Radomski and Bruce 
Timm. 

Walker remembered re¬ 
garding the job offer initially 
as an insult. “An animated 
half-hour show? You’ve got 
to be kidding? That’s the 
last thing I want to do,” she 
laughed. “They showed me 
some of the artwork for the 
show and that was it, 1 was 
hooked,” said Walker. “I was 
just so impressed by their ap¬ 
proach and their personal 
style.” 

Though scoring for an ani¬ 
mated series can be difficult 
due to the dramatic compres¬ 
sion of a 22-minute time slot. 
Walker soon realized that work¬ 
ing in animation actually gave 
her more control over the final 
product. “For me, cartoon 
soundtracks are the highest 
level of work you can get, be¬ 
cause there is no production 
sound,” Walker said. “Every¬ 
thing is recorded from scratch 
cleanly and mixed together at 

Walker's musical spilt for "Two-Face" 
placed a child's recorder amid orchestra 

woodwinds, sketch by Bruce Timm. 

the dub. Since the dialog can be 
pushed right through just about 
anything that’s going on, you 
find that you can actually, be 
more bombastic and louder and 
more aggressive than in feature 
films and dramatic television. 
You have a wider range of pos¬ 
sibilities.” 

Walker expanded on the 
sound created for THE FLASH. 
“That was the genesis of our 
dark, superhero scores where 
you have these over-the-top op¬ 
eratic villains. I brought my 
own stylistic preferences over 
from that show, especially 
knowing that the producers 
liked that music.” Walker then 

added a dash of ’30s and 
’40s movie serials. 

“As a youngster, I had 
gone to Saturday matinees 
like FLASH GORDON and 
CAPTAIN MIDNIGHT and 
I’ll never forget what that 
was like,” said Walker. “I al¬ 
so grew up listening to radio 
shows. THE SHADOW and 
THE GREEN HORNET. 
When I thought of how to 
use music on this show, I 
thought I would love to do 
something that reached out 
and grabbed you and pulled 
you into the story with the 
music, just in the way that 
the music did in those 
things.” 

As an inspiration for her 
dark operatic superhero 
sound. Walker turned to her 
favorite film composers: 
“My own personal influ¬ 
ences in film have been 
Bernard Herrmann, and 

George Fielding and I like En- 
nio Morricone. They bring an 
editorial attitude to the work. 
Not only are they staying with 
the specifics of the storyline, 
but sometimes there is a deeper 
message that cuts through that 
music. That’s something I’ve 
always aspired to as a film com¬ 
poser.” 

As supervising composer on 
BATMAN, Walker works from 
one to three weeks on each 
episode. She calls in others to 
help when an assignment con¬ 
flicts with her other work. Fel¬ 
low composers train first by do¬ 
ing her orchestrations before 
moving up to scoring their own 
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shows. 
"When others woutd write 

for the first time on the show, I 
would see every cue before we 
went in to record it,” said Walk¬ 
er. We’d go over it together. 
And as supervising composer, I 
would be at every scoring ses¬ 
sion and we would make further 
modifications there. The people 
who didn't really capture the 
style, didn't go on to work on 
any more shows. We only had 
about three crash-and-burns 
that we had to replace at a later 
time. That’s not too bad out of 
65 episodes." Composers 
Walker was exceptionally 
pleased with included Lolita 
McMontas, Mike McChristian, 
Harvey Cohen and Carlos Rod¬ 
riquez (the show’s only concert 
music composer). 

Walker seeks to give each 
show a distinctive sound and 
chose Rodriquez to score “The 
Day of the Samurai" because 
she knew it required research. 
“1 knew he would take the time 
to go the UCLA music library, 
and get out some recordings 
and talk to the Shakahatchi 
player and find out what was 
possible to play on that instru¬ 
ment . and how to notate it,” she 
said. "He did an enormous 
amount of preparatory research 
in order to do that score, and it 
really paid off. 

Walker enthused about 
working with producers Timm 
and Radomski. “They are really 

clear about their story," she 
said. “There are little details in 
motivation that are maybe 
fuzzy in the visual presentation, 
but because it's important for 
me to know those things, as 
we’re looking at the piece to¬ 
gether. they’ll have supplemen¬ 
tary information about charac¬ 
ter motivation. Their complete 
attention to detail is one of the 
things that makes this show so 
successful.” 

Timm, Radomski and some¬ 
times Alan Burnett or the indi¬ 
vidual directors are present at 
an episode's spotting session 
where along with the composer, 
they determine the use of music 
on each show. As supervising 
composer. Walker is also at 
every session. Sound and music 
are spotted together. Part of 
Walker’s approach is that the 
score takes a back-seat to the 
story-telling. Even though 
episodes are 22 minutes, her 
scores average 10-12 minutes 
of screen time. 

“In animation, it’s real typi¬ 
cal to want the music to be there 
to sort of cover up the holes and 
make you feel like there's no air 
and no space," she said. “I think 
part of the visceral success of 
the BATMAN show is the fact 
that we put you on edge by 
making you uncomfortable with 
silence occasionally. It sets the 
show apart from a lot of the car¬ 
toon music that's being done. I 
love sound anyway. I think you 

co posters of the ’30s.” 
The main title was sent out 

for animation to the best studio 
working on the show. TMS. 
When it came back looking 
nothing like Timm and Radom¬ 
ski’s concept, TMS was forced 
to do it over. “They were really 
upset when we called them and 
told them they had to do it over 
from scratch." said Timm. “They 
did eventually turn in the main 
title sequence the way it now 
looks, and we are very happy 
with it." 

As the shows came in differ¬ 
ent problems arose with the var¬ 
ious animation studios, and the 
producers quickly began to 
learn the strengths and weak¬ 
nesses of each of their suppli¬ 
ers: AKOM, Sunrise. Blue Pen¬ 
cil, Spectrum, Dong Yang and 
TMS. It seemed that AKOM 
had two or three levels of ani¬ 
mating teams available to work 
on shows. When they put in 
their bid for the series, they 
used their A-Team. As the 
months went along, it seemed 
that BATMAN was slowly be¬ 
ing relegated to the B-Team and 
finally the C-Team. There were 
so many retakes necessary in 
the second year of production, 
they actually fired the studio off 
the show. 

Sunrise was another studio 
that contracted for episodes, 
and farmed out the work to an¬ 
other studio: Jade Animation in 
China. “Jade is notorious for cel 
dirt,” said Timm. “Before they 
shoot the cels, they’re supposed 
to wipe them off. but they don’t. 
So you get these scenes with 
what look like dust motes Hit¬ 
ting around. We retake half of 
their stuff, just for cel dirt. It’s a 
drag." 

Blue Pencil was a Spanish 
studio that did some wonderful 
work for the show. Unfortu¬ 
nately it underbid to get the 
show, and the episodes they did 
busted the studio. Its second 
episode went to Jade to com¬ 
plete. TMS did the best-looking 
show of the first season: "Feat 
of Clay" Part Two. and provid¬ 
ed better-than-average shows 
later on. 

Dong Yang is one of their 
most reliable studios. “I don’t 
worry about sending stuff to 
Dong Yang.” said Timm. “They 
are never less than competent. 
But sometimes it’s worse to 
have something mediocre than 

able to escape in time. She goes to 
off to stop Two-Face from 
murdering her dad as Batman and 
Robin fight the torrent and seek 
safety in a derelict subway car. 
Eventually they use the car to crash 
their way to freedom. There’s a final 
confrontation at the docks of 
Gotham. Great action sequences in a 
script that fails to match the quality 
of Part I .The dark atmosphere of the 
first episode is lacking. 

Noted director Frank Paur, “I 
think action-wise we were able to 
pull it off. but reality-wise, I don't 
think so. It just wasn’t real plausible. 
There was a lot of stuff that we 
didn't really like very much and 
knew there were going to be 
problems. But we worked with what 
we had and made it as entertaining as 
we aiuld. The chase on the docks 
and the beginning are fine. 

"The whole second episode 
comes along and it didn't live up to 
the first one. I would have preferred 
less of things blowing up and more 
skullduggery going on. A lot of our 
sequels don’t live up to part one. I 
don't know why that is. If anything 
they should be better, and this is 
actually one of the better ones. The 
animation by Dong Yang, the music 
and everything just elevates the show 
up above a lot of the others." 

Batman tries to escape the body of 
Clayface In "Mudslide," one of the 
series’ most exciting sequences 

Mudslide ***** 
* l&f3 <#52i. Hiwy tn Alu HurwtL I rirpb) by Sim 
Prrr>. Ihmifd by t rie K*dotniki. Vninmtina by 

jMk 

Clayface's body is decomposing 
and he is stealing materials from 
laboratories to supply a doctor who 
is trying to help. The doctor was a 
fan of Matt Hagen when he was a 
film star and risks all to save her film 
heamhrob. Batman tracks him down 
and in a climactic battle above tall 
cliffs, Clayface falls into the water 
below and disintegrates. 

What is it about Clayface that 
make the guys on this show do their 
best work? This is another triumph 
for Eric Radomski who has turned 
out to be one of the series best 
directors. There's a scene where 
Clayface lakes Batman into his body 
to suffocate him. We see Batman 
struggling to get out of Clayface’s 
mammoth frame. As he struggles 
finitely inside, Clayface starts to 
count off Batman's heartbeats as his 
heart slowly begins to stop. The 
effect is terrifying. You find yourself 
holding your breath, and Batman’s 
escape is an awesome release. It’s 
the epitome of what animation can 
do magnificently. It just couldn't be 
done in live-action. 
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The ending is equally chilling 
and Clayface literally slips through 
Batman's fingers to fall to the water 
below and slowly gets dissolved in 
the waves. It's something that story 
editor Michael Reaves thought they 
wouldn't be able to get away with. 
"Since Warner Brothers was paying 
for the series, fox could give 
Suggestions, but we didn't have to 
take them," he said. "The only 
people we had to listen to was 
Broadcast Standards and Practices 
and their only flat-out taboo was that 
we couldn't kill anybody, and we 
even got around (hat a couple of 
times. In this episode Clayface went 
off that cliff and melted. He's dead," 

Batman faces a giant Joker-ln-A- 
Box In "The Worry Men,” as 

voodoo hexes the Gotham rich. 

“If ever anyone led a worry-free 
life, it’s you, Bruce Wayne.” 

—Veronica Vreeland 

The Worry Men **** 

MM9 M5l Slop ud UtrpU> In l*«il Hint. IHmlnl 
hv I* rank Piur. \nimnliuii by Iktag Vang 

After a party thrown by Veronica 
Vreeland, Gotham City's 
millionaires start robbing their own 
companies of millions- How does 
this tie into the mysterious Mayan 
witch doctor that Batman found 
stalking the party? It probably has 
something to do with those South 
American Worry Men dolls that 
Vreeland gave away at her party. 
Another wonderful mystery in a 
series that has some doozies. 

Once again, the Mad Hatter is 
brought to life through the amazing 
voice characterization of Roddy 
McDowall. The Hatter gloats over a 
captured Batman telling him every 
detail of his brilliant insidious plot 
that even snared $20 million from 
Bruce Wayne- It was a scene that 
worried director Frank Paur, "\\'s 
about a page and a half of dialog, 
straight dialog! And Roddy 
McDowall is just wonderful, if 
anyone else had done this it would 
have been flat, but just listening to 
him was like listening to music as he 
was going through all this stuff.” 

Paur explains the key to the Mad 
Hatter's menace, “He's probably the 
villain who hates Batman the most, 
because Batman stopped him from 
getting the woman he loved. If s 
really personal with him.” 

Paging the 
Crime Doctor *** 
mimtmi Si»n ^ Mte B«it ood Urrp Bright 
I rlcpUt by Stanch mad Mania Pa*kit, 
Ihrnlrd h* trank Paur. \ initial urn bi Iking 

Vang. 

Boss Thorne has a heart attack. 

sc You can actually be 
more bombastic, 

louder and aggressive 
than in feature films. 
There’s a wider range 

of possibilities.5 ’ 

—Composer Shirley Walker— 

Walker, whose dark superhero stylings give the 
show a dramatic flair evocative ot movie serials, 

on the music recording stage at Warner Bros. 

must look at what you 
can get the most drama 
from, whether it be mu¬ 
sic, or sound, or both, and 
make the choice based on 
that.’* 

As a result of all (he 
principals working to¬ 
gether in the spotting ses¬ 
sion, very few alternate 
takes are required. “Al¬ 
ternative versions are a 
rarity,” said Walker. 
“There were several oc¬ 
casions where we say to 
the producers, ‘Let us pul 
something here, and if 
you don’t like it don’t use 
it.* So occasionally we 
would provide them with 
a choice to make at the 
dubbing stage. But I 
think the nature of the 
process didn't allow for 
much of that. Generally, 
they were getting what 
we did. Everybody’s 
busy-ness level is so 
high, you cannot be a 
control freak and work on 
this show. They had to 
have music people they 
trusted to deliver the 
goods for them." 

Walker also conducts 
the music for the show at 
recording sessions, work¬ 
ing with orchestras vary¬ 
ing in size from 29 to 34 
musicians. Since the mu¬ 
sic is the last thing done, 
she conducts the com¬ 
pleted score, the 35mm 
animation running while 
the orchestra is playing. A 
recording session starts at ten in 
the morning, and two episodes 
are done in one day, with the 
end result being 30 minutes of 
music or less. 

Walker has a list of preferred 
players, but the seats in the or¬ 
chestra arc usually filled with 
freelancers supplied by a music 
contractor. “Whenever there's a 
big movie score going on we 
tend to lose them,” said Walker. 
“Sometimes when 1 was work¬ 
ing on THE FLASH, we had to 
have our scoring sessions at 
night, because the big orchestra 
calls went out for the day. We 
have even had to do that a cou¬ 
ple of times on BATMAN at 
the busiest time of year.” 

Walker plans for such situa¬ 
tions by having lists of alternate 
players for various seals on the 
orchestra. “We're three deep on 

all of our chairs,” she said. “All 
of our woodwind soloists are 
very critical to the performance. 
On our show, the brass and per¬ 
cussion are what you mostly 
notice, and they’re also very 
important. One of the things in 
film music that is underappreci¬ 
ated in all shows, is what the 
musicians bring to the work. 
The people who actually per¬ 
form the music. My work is an 
idea on a piece of paper and 
isn't real until it’s played by 
musicians who have spent their 
entire life taking music lessons, 
buying expensive instruments, 
playing in symphony orchestras 
so they know how to play in an 
orchestra. The dedication musi¬ 
cians have to music is phenom¬ 
enal. 

“And to walk in the door at 
ten in the morning, and with 
music that has never been seen 

by any of these players 
before; they sit there and 
fight with this material. 
And we rehearse it. And 
they give a performance 
that knocks you out, be¬ 
cause it is so incredible. 
Those people are the gift¬ 
ed heroes and heroines of 
my work.” 

From THE BLACK 
STALLION to THE 
FLASH to BATMAN, 
Walker delights in work¬ 
ing with the melodramat¬ 
ic. “We have a big range 
of emotional qualities 
that are used in the music 
writing on this show and 
I'm very proud of that,” 
she said. “It kind of re¬ 
flects the complexity that 
is there. Our villains are 
not simple villains. We 
have the evil villains, 
who are always the busi¬ 
ness guys in this type of 
show, but then we have 
the tragic villains who 
were these great people 
who had some accident, 
which transformed their 
lives. They were disfig¬ 
ured and great tragedy 
ensued. 

"What I was able to 
do for Two-Face was a 
really scary musical 
theme, very stark, bottom 
use of the orchestra, the 
low woodwinds and then 
have this very child-like 
sounding, little recorder 
instrument; it's a flute¬ 

like instrument that played up 
on the top. So you really got the 
split personality aspect of the 
character in the sound of the 
music alone." 

No matter how much critical 
acclaim Walker receives for her 
work on the show, her most 
flattering compliment came 
from one of the show’s execu¬ 
tive producers. “Tom Ruegger 
called me up with this wonder¬ 
ful story,” she said. “W’hen the 
trading cards came out, he and 
his three sons went to the toy 
store to get them. They were 
driving back in the car, and 
each had opened their packets. 
They were asking each other 
‘Who’d you get?’ And then one 
of them would hold up the card 
and say ‘I got...* And he would 
sing the music for the character. 
And I thought that was like a 
dream come true for me.” 
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and his brother, the Crime Doctor of 
the title, is forced to kidnap Dr. 
Leslie Thompkins in order to do the 
surgery. Batman becomes involved 
and shuts down the operation. 
Features an opening with the most 
illogical armor car heist in history* 
straining even the most diehard 
Batman fan's credulity. 

The sentimental ending where 
Bruce Wayne offers the man help in 
exchange for stories about his father 
actually is far more touching than it 
should be. “Everybody calls it ‘The 
Geezer show*'” said director Frank 
Paur. “I had a problem with the pan 
where these old people are leaping 
across the rooftops. Now, in the 
model sheets, Leslie looks like 
Granny in the Tweety Bird cartoons* 
and we have the script calling for all 
of these physical things. So, I went in 
to Bruce [Timm| and asked if we 
couldn't redesign the character to 
make her a little more sturdy. But 
Bruce believes that once you 
establish a character, this is the 
character you have to go with. So 
what I did was have one of our guys 
go through all the action poses with 
Leslie so she'd be a little more 
sturdy. At least I got that much past 
him.” 

Paur believes that a change of 
title might have changed people's 
expectations so they wouldn't have 
been so disappointed, “The images 
that the title conjures up is that there 
is this really evil, nasty guy who's 
doing all these weird experiments. 
When you see this nice, portly old 
gentleman, who's coerced into a life 
of crime by his brother, it’s not quite 
what you're expecting, and the show 
goes off in a direction that's opposite 
to the title's connotations. It's really 
one of the sentimental shows that the 
ending makes fit together.” □ 

A wounded Batman turns to friend 
Dr, Leslie Thompkins for help In 

HPaging the Crime Doctor." 

RECURRING CAST 
Kevin Conroy_ .„„HaimanBmor Wayne 

Efrem Zimhal&i Jr.., — Alfred 

ft* Hastings tommiv* ioncr Got Am 

Robert Cosmizo. —Harvey Bullock 

Min Devon,_ Summer Glecson 

Loren LcHcr. Rnton/Dick Grayson 

IngnJ Dim. Renee Montoya 

Muk Himill.. The Joker 

fcdurd Mull.... Halv ev Dem/Two-Face 

Adnenoc EUrhtiu Cat* oman. Selma Kyle 

hoi Williams. M The Penguin 

Duac Pershing Poison Ivy 

Aifeea Sorfcm..— Harkv Quinn 

Ron Perlman Hay face Matt Hagen 

Am KiacanJ. ... KilkrOoc 

MucSmga- ,♦* Man-BaiKirk Luigsuom 

Heart Polk- III The Seaieaow 

flmii Peters. Lucius Fo* 
John Vernon Rupert Thome 
EJAsner Roland Daggen 

really bad. You can write off 
the stuff that’s really bad, but 
not when it just misses the 
mark." 

Spectrum is also a dream to 
work with, providing superb an¬ 
imation for some of the series 
best-looking episodes. Timm 
and Radomski eventually 
teamed up the studio with Dong 
Yang. Spectrum supplies the 
layouts, and Dong Yang the fi¬ 
nal animation. 

The team-up of Spectrum 
and Dong Yang was not only to 
get a better-looking show, but 
also to streamline production 
for the studios. The combina¬ 
tion cut down on the number of 
retakes, something the series 
needed by the end of 1992 

“Normally we have enough 
time to have the retakes cut in 
before we gel on the air," said 
Timm. “Sometime around De¬ 
cember 1992, we weren’t get¬ 
ting the shows fast enough. We 
were getting a lot of shows that 
we had to order what we called 
priority retakes for. Just the re¬ 

takes we absolutely needed to 
get the show on the air. Really 
obvious things, like characters 
being upside-down or the back¬ 
ground being on lop. We’d get 
the rest of the retakes later and 
cut them in for the second run.” 

^ ATMAN has been a 
\J J spectacular success, 

becoming Warner 
Fj \ Bros number one 

J |J i show for the past 
Suyear, even in some 
overserseas markets. “Appar¬ 
ently, BATMAN is a huge hit 
in Korea,’* said MacCurdy, add¬ 
ing, “It’s done very well in 
Great Britain.” 

Noted Burnett, “I think Fox 
and Warner Bros, were taking 
a chance with this show. While 
it has some humor it's basical¬ 
ly a drama and is so very dif¬ 
ferent than anything that’s ever 
been done on American televi¬ 
sion. I think Fox was a coura¬ 
geous network. And I think 
that the network is happy with 
the result.” □ 

HARVEY BULLOCK, the slovenly 
detective first appeared in Batman #361 
(July 1983). Ten years before, he had 
been suspended from Gotham's police 
department by Commissioner Gordon, 
who felt Bullock was a disgrace. But 
Corrupt Mayor Hamilton Hill appointed 
Bullock as Gordon's assistant, a move 
intended to sabotage the 
Commissioner's political career. The 
plan backfired and Bullock turned 
against Hill, becoming an ally of Batman 
and the Commish. In the comics Bullock 
also worked for a secret government law 
entorcement agency called Checkmate. 
Away from work. Bullock beat up the 
Skull Smashers who trashed his 
apartment, avenging their destruction 
{Detective Comics #549. April 1985. 
above). Bullock and Batman were not 
fast friends but they could work 
together. The animated series depicts 
the toothpick-chewing Bullock (he was 
cigar-chomping in the comics) as a 
rogue detective, character design by 
Bruce Timm, below. Like Batman he 
gets results, but the crass and bitter 
loudmouth believes that his badge 
allows him to break rules. He regards 
the Gotham Guardian as an 
unauthorized interloper who is invading 
his territory ./Joe Desris 
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BEHIND-THE-SCENES THIRD SEASON 

Nickelodeon’s in-house Games Productions 
pledges to continue shaking up animation. 

By Dan Persons 
REN AND STIMPY’s third 

season, at the time of this writ¬ 
ing, was slated to premiere 
sometime in November and 
continue for thirteen new half- 
hours into 1994, under the aegis 
of creative director Bob Camp 
and Nickelodeon’s in-house 
Games Productions. While a 
number of episodes are built up¬ 
on concepts initially developed 
at Spumco, where Camp 
worked with creator John Kric- 
falusi before he was fired by 
Nickelodeon, most are the 
brainchildren of Camp and 
staff, and under their full con¬ 
trol. With the fate of everyone’s 
favorite Asthma-Hound Chi¬ 
huahua and his idiot cat com¬ 
panion in their hands, the 
Games staff, and their bosses at 
Nickelodeon, were adamant 
that the on-screen insanity shall 
indeed continue unabated. Or, 
as Nickelodeon’s vice-president 
in charge of animation, Vanessa 
Coffey, put it, “Ren and Stimpy 
are alive and well and cornin’ at 
ya.” 

Coffey wasn’t untouched by 
the imbroglios of the second 
season, but the enthusiasm of 
the Games staff has helped her 
see her way clear. “There are a 
lot of people who are very pas¬ 
sionate about this project,” she 
said. “The passion for this pro¬ 
ject is so enormous that it really 

Gamas Productions supervisor Bob Camp (0 and background artist Billy 
Wray attemp to carry on in the tradition of fired creator John Kricfalusl. 

outweighed all the negative 
stuff that happened to me and to 
the show and to our network. 
The idea that I can sit here and 
watch these people—who went 
through it with me—sit there 
and still have fun and still feel 
passionate about it and feel pas¬ 
sionately about getting it done 
and getting it done well, is real¬ 
ly a testament to these charac¬ 
ters and how good the show is. 
That’s what I learned: this show 
is really important to a lot of 
people. That’s really powerful.” 

As to what viewer’s can ex¬ 
pect in the coming season, Cof¬ 
fey summed it up by saying, 
“Nothing’s changing and every¬ 

thing’s changing. Basically, 
REN AND STIMPY feels the 
same and that is that it’s always 
changing. It’s constantly differ¬ 
ent. What we’re doing is we 
keep putting them in different 
situations with bizarre charac¬ 
ters.” 

Bizarre doesn’t begin to de¬ 
scribe the personalities that 
viewers will encounter in the 
new season. Among the new 
players in the REN AND 
STIMPY universe are Wilbur 
Cobb, a decrepit, show-biz 
maven, part Muddy Mudskip- 
per, part INCREDIBLE MELT¬ 
ING MAN; and the Scotsman, 
host of the immensely popular. 

rival kids’ show, THE SCOTS¬ 
MAN BEATS HIS DOG. 

The Games-developed sto¬ 
ries include “Ren’s Retire¬ 
ment,” in which the Chihuahua 
—upon discovering that his 
tenth birthday represents seven¬ 
ty years by human count—un¬ 
dergoes an accelerated aging 
process that eventually consigns 
him to a premature burial and 
sympathetic visits by friendly 
Mr. Worm; “Stimpy’s Cartoon 
Show,” in which the Game’s 
staff may have vented some 
long-sublimated frustrations 
when they arranged to have 
Stimpy explain that “the pro¬ 
ducer’s the guy who stands and 
bosses everyone around, then 
takes ail the credit;” and another 
episode in which Ren and 
Stimpy are abducted by sadistic 
short-people, a story boasting 
what is possibly the season’s 
best title: “Two-Midget Warn- 
* _ » 
ing. 

Most demented of all the 
Games-created stories may be 
“Jerry, the Belly-Button Elf," a 
twisted narrative that resembles 
a cross between such old War¬ 
ner Brothers object-lesson car¬ 
toons as “Pigs is Pigs,” and sev¬ 
eral bad acid flashbacks. As 
creative director Bob Camp de¬ 
scribed it, “He ends up inside 
his belly-button—this giant, 
pink void with smegma hanging 
from everywhere.” 

If Camp has his way, ZZ 

■ 
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GAMES VS. SPUMCO 

“Why change systems we were using in 
seasons one and two?” said Bob Camp. “Its 

basically the same crew, using the same 
system, a bunch of goofy guys being funny.” 

Top will be providing an appro¬ 
priate, Belly-Button theme for 
the cartoon, while Gilbert Gott¬ 
fried will perform the voice of 
Jerry, the Belly-Button Elf. 
Other, confirmed guest voices 
for the season will include co¬ 
medians Charlie Callas and 
Jack Carter (for “Two-Midget 
Warning” and Wilbur Cobb, re¬ 
spectively), and MISTER ED 
cohort Alan Young who, simi¬ 
lar to his previous efforts as the 
voice of Scrooge McDuck, will 
rely on his Scottish background 
to bring an appropriately indeci¬ 
pherable burr to the Scotsman 
(Noted Camp: “Other Scotsmen 
call people from (Alan 
Young’s] town, ‘Scotsmen who 
have been kicked in the head by 
a mule.’ There are scenes where 
he’s just going off, and even I 
don’t know what he’s saying.”) 
As with the second season, 
voice performer Billy West will 
handle most of the other voices. 

including those of Ren Hoek 
and Stimpson J. Cat. 

“This whole show has been a 
learning experience,” said 
Camp of his travails since leav¬ 
ing Spumco. “You know what 
the definition of experience is? 
It’s what you get when you 
didn’t get what you wanted in 
the first place. It says that in 
Webster 's, you can look it up. 
This whole show is a cumula¬ 
tive thing, it just builds and 
builds. Everybody learned a lot 
from the second season; that’s 
why the third season is going to 
be a lot stronger.” 

According to Camp, the pro¬ 
duction process will change lit¬ 
tle from what was established 
by Kricfalusi. Story outlines 
will be developed and approved 
by Nickelodeon, then go direct¬ 
ly to a story-boarding stage, by¬ 
passing a formal script and re¬ 
placing it with gag-sessions in 
which the assembled staff will 

wrangle over jokes and plot 
points. Most of the layouts will 
be handled by the Games staff, 
while Rough Draft Korea will 
provide the majority of the ani¬ 
mation. 

“You should see the boards 
this year,” said Camp, “they’re 
really great. We’ve got Peter 
Avanzino, the guy who did the 
boards for ‘Son of Stimpy’— 
he’s been doing some really 
great boards. He just did one 
called ‘Bass Masters.’ Bill 
Wray—our art director and 
background guy—is doing 
boards and directing now. Jim 
Gomez—who wrote ‘Space 
Madness*—is doing some 
boards for us and directing. 
Steven DiStephano is doing 
some boards that are just killer, 
he’s just an amazing artist with 
a real flair for comedic draw- 
‘ It 
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Despite the new studio, 
Camp said he sees no reason to 
tamper with a winning produc¬ 
tion process: “Why change sys¬ 
tems we were using in seasons 
one and two? It’s basically the 
same crew, the same people do¬ 
ing the shows—we’re using the 
same system. We constantly try 
to find new ways to plus things 
as we go. But it's still basically 
a bunch of goofy guys sitting 

around being jerks and being 
funny.” 

Which, of course, can lead to 
the kind of rarefied atmosphere 
that more serious, front-office 
types frequently find detrimen¬ 
tal to their sanity. As one who 
has been there, Vanessa Coffey 
could readily attest to the expe¬ 
rience: “They have like a party, 
or it seems like a party to me. 
They sit around and they throw 
around all these ideas and jokes 
and put it in a storyboard and 
plus it up. I’ve been to a few— I 
feel actually somewhat awk¬ 
ward being there. It feels like a 
very male thing, for some rea¬ 
son. I feel that they sometimes 
hold back if I’m in there. I feel 
like they can’t really explode if 
I’m in there, they’re watching 
what they say. I’ve only been in 
a few sessions, but the times 
that 1 have, I felt it would be 
better, and they would be more 
creative, if they didn’t have to 
watch what they said. So I 
leave, and then they’re scream¬ 
ing and yelling and jumping on 
the tables and being hysterical 
and throwing water on each oth¬ 
er...I’m only kidding. They 
throw food at each other.” 

This sublimation on the part 
of the Games staff may not 
completely be a boy/girl issue. 

The denuded duo in “The Cat That Laid the Golden Halrball,” another 
Spumco cartoon finished by Games, whose first solo work Is now airing. 



Singing the Canadian National Antham In “Royal Canadian Klltad Yaksmen," 
the Anal second aaaaon show and tha awan song for CartHinkle Cartoons. 

though. That suspicion is rein¬ 
forced when Camp—after being 
told about Coffey’s discomfort 
at the gag-sessions—greets the 
news with a cautious, “Did 
Vanessa tell you that?" 

Such reserve on the part of 
the creative staff might be un¬ 
derstandable. However accessi¬ 
ble and quality-minded Coffey 
may be, it is her decisions that 
determine whether a show lives 
or dies. That power was graphi¬ 
cally demonstrated last season 
when one of REN AND ST1M- 
PY's most expensive, and fun¬ 
niest, episodes, MAN’S BEST 
FRIEND, was pulled from the 
playlist before its first airing. 
After a year during which the 
cartoon circulated through the 
underground (where it was 
greeted with praise from almost 
all who saw it), and was subject 
to rumors that Games would un¬ 
dertake a re-filming of the more 
controversial passages, Coffey 
confirmed that, for the near fu¬ 
ture, any fans wishing to have a 
look at the ultimate REN AND 
STIMPY “lost episode" would 
have to rely on the kindness of 
their friendly, neighborhood 
bootlegger. 

“It is, we feel, not appropri¬ 
ate for children, and that’s our 
main audience,” said Coffey. 
“You know, 1 would never say 
never, but I think that (the car¬ 
toon will be unavailable] for a 
long time. It’s a very uncom¬ 
fortable episode, and so I don’t 
see us airing it, possibly ever.” 

Even after having passed 
judgment on this admittedly 
controversial cartoon, Coffey 
holds that she has not altered 
her hopes for the future of tele¬ 

vised animation. “My vision, I 
feel, has remained the same. I 
feel that it is important to have 
different styles in animation, 
strong writing, strong charac¬ 
ters, characters you can care 
about, think about, and shows 
that empower kids. I’ve always 
felt that way, and I still feel that 
way.” 

Which places something of a 
burden on Camp and crew. In 
light of the tangles and difficul¬ 
ties that preceded the third sea¬ 
son, in light of the pressures 
now being brought to bear, can 
the Games team manage to 
work within the confines of the 
commercial system and still 
produce quirky, original anima¬ 
tion? “That’s the tough thing,” 
Camp replied. “I’ve been read¬ 
ing books on this, and apparent¬ 
ly it’s not just in animation, it’s 
in business in general. The only 
people who arc making it and 
succeeding are people who can 
be efficient and constantly im¬ 
prove the product. I’ve got the 
commitment, and I’m constant¬ 

ly cheerleading around here to 
get people to develop the same 
kind of commitment to quality 
and efficiency and being good 
at their job and learning." 

I think the only way we're 
going to stay on top is to knuck¬ 
le down and be able to change 
with whatever the production 
schedule calls for.” 

And if that means barely 
managing to get away for only a 
one-week vacation this past 
summer, or spending hours and 
days in his self-proclaimed 
“work-womb,” Camp said he’s 
more than willing: “There’s 
nothing relaxing about doing 
this show, it’s like a full-on, 
marathon run—which is why 
it’s a good show. I think if we 
were to relax, then the show 
would suffer. I think part of do¬ 
ing the show is being able to 
work hard, work fast, be funny, 
and draw well. That’s why the 
good guys that are still here are 
still here, because they have the 
power to stick it out and excel. 

“We won’t let ourselves re¬ 
lax, is what 1 think it basically 
boils down to. We’re all perfec¬ 
tionists; we want to live up to 
the tradition of the show and 
then go beyond it. We’re con¬ 
stantly looking for ways to let it 
evolve naturally and try not to 
stagnate or stick with any kind 
of stock ideas. 

“I really feel like people still 
love the show. They’re still 
with the show and they just 
want to see more REN AND 
STIMPY. That’s what it’s about. 
I*m seeing more and more that 
the reason this show is a hit is 
because of the show, because of the 
characters. People love ‘cm. 
They just want to see more of 
Ren and Stimpy doing what they 
do best, which is be funny.” Q 

EPISODE GUIDE 
The following second season 

episodes were as yet unaired, and 
not fully covered in our previous 
REN & STIMPY cover story (Vol. 
24 No. 1) If you missed that issue 
and its invaluable episode guide, 
copies are still available, sec page 
I2H. 

A Sorta okay. 
★A Good. 

AAA Really, really, 
trust-me-on- 
this-one, good. 

Note to Viacom programmers: 
Given that you occasionally run a 
week’s worth of REN AND 
STIMPY episodes on MTV, given 
that this is the same n~*work that 
boasts the violencc-ano-kink-laden 
AEON FLUX and the terminally 
stupid BEAVIS AND BUTT- 
HEAD, given that you've even run 
the gleefully gross SON OF 
STIMPY without the assembled 
masses of Donald Wildmon and 
Tipper Gore storming your fortress, 
how about caving in and at last 
running “Man’s Best Friend?” It is, 
by acclamation of all who have 
managed to see it, a superlative 
cartoon. It deserves its place in the 
rotation. 

“Boy, it sure is nice to find other 
guys who are comfortable with 
their own nakedity, like me!" 
—Old Man Hunger finds a couple 

of soulmates in Ren and Stimpy 

The Great Outdoors aa 
WJ. Dlirclfd by Ymrrnf Waller irtd Krn Bniff 

Nice to know that, some 50 years 
after Elmer Fudd struck out for some 
"west and welaxation” in the 
wilderness, things haven’t changed 
all (hat much. Of course, Fudd never 
went skinny dipping only to find the 
idyll interrupted by the intervention 
of a butt-naked Old Man Hunger and 
his mother (the "Firedogs" matron); 
Fudd never had to build a fire by 
rubbing two squirrels together (with 
both creatures remaining serenely 
blase throughout their ordeal); and 
Fudd never fell victim to “Beaver 
Fever," a horrible, disfiguring disease 
spread by drinking the fresh spring 
water in which “beavers do their 
business." A funny, spot-gag cartoon, 
with good animation by Rough Draft 
Korea. Definite highlight: the sight of 
Stimpy naked — he looks like a 
flesh-tone jellybean. 

Costumed Hen & Stimpy prepare to kiss their wives goodbye In “A Visit To 
Anthony," the perils of hero worship and living up to a tan’s sxpactatlons. 

MM* ~*m_ M 
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seconds away from ripping the 
world in half. Bubba's kind of a big, 
affable dope. I don't think hc*s 
scheduled to return [for the third] 
season, but he's definitely a 
character in the show that we’ll 
bring back." 

A contest winner gets a cameo in 
"Stimpy'* Fan Club," among the 

best of the second season shows. 

The Nick/Spumco split occurred 
while Vincent Waller was in the 
midst of directing this episode. As a 
result of Games picking up the ball, 
some scenes didn't come out as 
planned, including the shot of Mr. 
Horse crushing Ren. Missing 
according to Waller is “the hole that 
was left in the ground of Mr. 
Horse's butt imprint with Ren 
stretched to the shape of his ass. 
That, I guess, was a little too risque 
for them.” 

"Squeeze that monkey, Ruhha!” 
—It's either a Frank Zappa song 

or Ren's attempt to get every 
last hairball out of Stimpy. 

The Cat That Laid the 

Golden Hairball ** 
4 9.1 Dirrclrd bi Run liu|biri, 

Ren's had it up to here with 
Stimpy's “feelthy, sleenky” 
hairballs, but that's only until a TV 
announcer proclaims that, thanks to 
their miraculous uses as rocket fuel 
and pink-eye cure, the price for the 
little globs of goo has gone through 
the roof. An ecstatic Ren forces 
Stimpy to quit his day job (captain 
of a 747, in the episode's best, 
throwaway sight-gag) and commit to 
an assembly-line schedule whorfing 
out the effluvia. Upshot: a denuded 
Ren, Stimpy, and Bubba (their all¬ 
purpose roustabout — you didn't 
expect them to do all the heavy 
lifting, did you?); and an emotion¬ 
laden finale marred only slightly by 
the characters* abrupt glee over the 
end of the episode. Lotsa gross CUs 
of Stimpy *s tongue efficiently 
depilating fur-laden flesh, but the 
ending is flubbed with a bit of abrupt 
timing. Calm down, guys, let the 
gags work. 

"That's a disgusi-fest,” said 
creative director Bob Camp. "That’s 
our ode to grossness. Thaf s one to 
make all the moms shiver and 
repulse. Every nowr and then we've 
gotta do that, we've gotta pull out all 
the stops and just decide to gross-out 
everybody on Earth. We just wanted 
to see how many hairballs we could 
put in one cartoon.” 

As for Bubba—the big lunk 
who's hirsute enough to keep 
Yugoslavia afloat in hairballs for a 
year—Camp says that his 
resemblance to another, second- 
season newcomer was not quite 
accidental: "‘He's sort of like a 
dumb, lovable version of [“Fake 
Dad's”| Kowalski. We didn't want 
to really use Kowalski, because he's 
so surly; he's always about two 

“President... w hat a joke. Pres¬ 
ident... president of what? His fan 
club! How they love him. Look at 
him, lying there asleep, the idol of 
millions. He’s a fool! Blind, silly 
little fool! How easily 1 could end 
the farce... with these hands. 
THESE DIRTY HANDS'” 

—If Shakespeare wrote for 
cartoons; Mad Ken’s soliloquy 

Stimpy s Fan Club *** 
44.1 Directed hy Petrr itni. 

There's life in REN AND 
STIMPY yet, if this installment's 
any proof. Wouldn't you know it: 
Ren's having temper tantrums over 
the flood of fan mail Stimpy 
regularly receives. Wouldn’t you 
know it: Stimpy courts professional 
disaster when, in yet another Fit of 
ill-placed generosity, he puls Ren in 
charge of answering his mail. Not 
only does the Chihuahua begin 
taunting the children who dare 
confide their innermost secrets to the 
lovable feline, but, at night, he 
begins to wax Macbelhian over the 
make-or-break power Stimpy has so 
trustingly bequeathed to him. 
Undoubtedly the best “manic Ren” 
episode since “Space Madness," not 
even some less-than-inspired 
animation and an ending you can see 
coming up Sunset Boulevard mars 
this from being amongst the second 
season’s top episodes. This is what 
we watch REN AND STIMPY for! 

Midway through the show, the 
characters interrupt the proceedings 
to introduce a new inductee to the 
Ren and Stimpy Society: Susan 
Faust, winner of a Nick-sponsored 
contest. Think carefully about 
entering those Nickelodeon contests, 
kids—Faust winds up in unwashed 
lederhosen and jacked into Stimpy's 
video goggles. This is a prize? 
(Asked if he'd heard of Faust’s 
reaction to the cartoon, Camp 
replied, a little nervously, I'm sure 
she was thrilled.”) 

A Visit to Anthony +* 
5/43. Dimrtrd h> JnJto Krkfiluii and Jim Smith. 

Could you live up to a fan's 
expectations? Ren and Stimpy learn 
the perils of hero-worship when they 
drop in on young Anthony (voiced 
by Anthony Raspanti, an actual fan 
who wrote the letter quoted at the 

Roustabout Bubba, climbing In to 
explore Stimpy In “The Cat That 

Laid the Golden Hairball/* 

beginning of the episode). Not only 
do they traumatize the kid when he 
inadvertently discovers they have to 
perform the same morning ablutions 
as anyone else (uh, you sure he's a 
genuine fan?), but they also run 
afoul of Anthony’s overbearing, 
cartoon-hating dad, who's all-too- 
ready to blame them for whatever 
misfortunes befall his precious child. 

A good episode that should have 
been better falters on its rather 
pedestrian animation, which rarely 
reaches the emotional extremes 
suggested by the soundtrack and the 
script. Too bad—a pivotal sequence 
in which Dad lectures R&S for their 
perceived crimes against his boy had 
alt the earmarkings of a classic. 

This half-hour episode is 
bracketed by two bumpers that 
curiously seem themed to the 
patriotic fervor that accompanied 
Desert Storm. In the first, returning 
Soldier Horse (accompanied by a 
very Chuck Jonesian sheep) is 
interviewed by news correspondent 
Ren Hoek—together, they try to 
puzzle out the precise reasons Why 
We Fight. In the second. Diplomat 
Horse and trusty aide Ren hold forth 

Anthony can t believe toons have 
to take baths and go to the bath¬ 

room in “A Visit To Anthony.” 

in front of a hostile, U.N. press 
corps. In any context, these would be 
very strange bumpers. They’re made 
even more memorable by the fact 
that the animation is better than the 
work done on the main episode. 

In an R&S first, young Anthony 
Raspanti was flown to L.A. and 
photographed and recorded for the 
episode. While the idea of making a 
fan a character in his favorite 
cartoon was clever enough, the real- 
life execution posed some problems. 
“I didn't direct [the recording] 
session,” said Camp, “but it was 
kind of tough. You know how little 
kids have little kid voices? He has, 
not an impediment, but a kind of a 
cute w ay of pronouncing things, 
which is cute as a little kid but 
doesn’t translate well when 
recorded.” 

Royal Canadian 
Kilted Yaksmen ★ * 
* 9.1. tMmirrf h> John Kn.f.luM and Chris kn■ 
rank. 

The last episode of the second 
season (“Untamed World 2: luiir of 
the Lummox” having been pushed 
back to season three) gels pride-of- 
place during its premiere, airing on a 
Sunday evening against 60 
MINUTES. Too bad the half-hour 
episode is more an example of 
overkill than of prime, R&S satire. 

Aboard yaks and heading for the 
frozen tundra In the half-hour 

“Royal Canadian Kilted Yaktman.” 

It’s “Marooned” once again, this 
time with a Canadian tang, as the 
intrepid Ren and Stimpy mount their 
yaks and take off through frozen 
tundras and dense rainforest(?) in 
search of newer, better “barren 
wastelands/* Depredations abound, 
including starvation, toilet papcr-less 
outhouses, and Stimpy's incessant 
rendition of the Royal Canadian 
Kilted Yaksmen anthem. Highlight 
here is Canadian Carbunkle 
Cartoon’s superb animation (on 
allegedly their last R&S cartoon). 
The yak's breakdown is a classic of 
extreme histrionics. 

Vanessa Coffey's favorite, 
second-season episode (“I just think 
it was gorgeous, I think it was funny . 
I think the song is hysterical.”), 
YAKSMEN would have been a 
good, twelve-minute entry, but, 
frankly, at a full half-hour the 
cartoon’s twice as long as it needs to 
be. Worse, the doubte-up philosophy 
works its way down to a full 
repetition of the Canadian anthem 
(yes, the second run does have some 
nice, non-sequitur shots of flying 
crocodiles and the like, but really...) 
and even to the two bumpers that 
follow the show. Taken individually, 
the essentially similar breakfast-food 
parodies for Powdered Toast (PT- 
charged children take off into the 
stratosphere until Powdered Toast 
Man helpfully comes along to 
remind them that kids can't fly) and 
Sugar-Toasted Sod Pops (gives you 
that chlorophyll-green smile that the 
opposite sex finds soooooo 
attractive!) would be fine. Placed 
one after the other, they scream 
“Padding!” 

While what wound up on-sCTeen 
was some of the series’ best anima¬ 
tion, Carbunkle animation director 
Bob Jaques claims it took 
considerable effort: “In my opinion, 
it wasn’t laid out properly. There 
were a lot of problems in the 
mechanics of the show. We had to 
go back and fix the mechanics, and 
of course Carbunkle is not paid to do 
that. We're paid a strict animation 
fee—if I have to spend my time 
going in and working out problems 
that should have been worked out 
when we got the show, that *s not fair 
to us.” 

Nevertheless, Camp was more 
than delighted with the results: 
“That's a lovely one. It was a lot of 
work, it was one of those genius 
things where we pull out all the stops. 
There was a lot of brilliant animation 
by Bob Jaques and Kelly Armstrong 
at Carbunkle. It's one of the best¬ 
looking shows we’ve ever done/* Q 
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Julian Sands stars in a low-budget mix of 

Julian Sands as the vampire enraptured by his reincarnated love, with producer 
Simon Johnson, who mounted the ambitious production for under $1 million. 

said Johnson. “We don’t mind 
being accused of hedging our 
bets because we are! But vam¬ 
pire movies cany a lot of excess 
baggage and we didn’t want to 
make anything derivative or 
just a Hammer-type B movie. 
So we looked for something 
strange, with a literary ground¬ 
ing, containing new twists and 
different moody tones.” 

Johnson and Kay found the 
project they were searching for 
through a 25 year-old Japanese 
student he had met while at¬ 
tending London’s Film School. 
Diminutive Shimako Sato had 
penned a screenplay loosely 
based on Edgar Allan Poe’s po¬ 
em “Annabel Lee”—a script 
she felt compelled to write. “It 
was my last birthday and I was 
walking through downtown 
Tokyo clutching one of my pre¬ 
sents, a book on vampire lore, 
when I was mugged,” explained 
Soto. “My attacker stabbed me 
in the ear and the book got cov¬ 
ered in blood. I saw it as an 
omen. I’ve always been inter¬ 
ested in Poe, blood, sex and im¬ 
mortality and this brutal act 
spurred me to put my thoughts 
down on paper.” 

Aware of the great difficul¬ 
ties in obtaining British financ¬ 
ing in the current recessionary 
climate, Johnson flew to Tokyo 
to set up a deal with Japanese 
backers. “They wanted to make 
a TV show,” he said. “I sug¬ 
gested we expand it into a fea¬ 
ture. They agreed to a budget of 
under $1 million if we could at¬ 
tract a big-name star to play the 
lead.” Johnson signed a simple 
two-page contract in December 
1991, and filming began two 
months later in London, at a 
disused library in Deptford. The 
1913 Gothic-styled building in 
suburban South London be¬ 
came a mini-studio complex 
housing the youth-plus crew. 
One of the few ‘thirtysome¬ 
thing’ technicians employed 
was special effects veteran 
David Watkins who worked on 
Ching Siu Ting’s A CHINESE 
GHOST STORY. 

“The story needed to be set 
in London because I wanted to 
avoid any comparison with the 
Japanese vampire who is more 
the psychic energy sucker of 
Chinese tradition,” said Sato. 
“While I’m using violence in 
the typical Japanese way, my 

major influences are expres- 
sionistic and pre-Raph- 
aelite. TALE OF A VAM¬ 
PIRE is a horrifying ballet 
of frightening beauty, stun¬ 
ning elegance and meaning¬ 
ful blood.” 

Sato assembled her 
dream cast for TALE OF A 
VAMPIRE—literally! She 
wrote the dual role of mod¬ 
em Anne and Victorian Vir¬ 
ginia with Suzanna Hamil¬ 
ton in mind. Hamilton, star 
of 1984 and OUT OF AF¬ 
RICA, was naturally flat¬ 
tered. “Shimako loved my 
work in BRIMSTONE 
AND TREACLE and felt I 
was right for both parts,” 
said Hamilton. “I’ve never 
been interested in vampire 

mythology before because I al¬ 
ways remember my dentist once 
telling me it could simply be 
traced back to rabies. But I am 
now! Something I can’t really 
put my finger on captured me 
when I read Shimako’s treat¬ 
ment. I couldn’t forget it and it 
haunted me for weeks. Perhaps 
it was the sharply observed 
characterizations or the fact it 
has pertinent things to say about 
our existence within the basic 
concept. It was unlike anything 
I’ve ever been involved with. 
That was the challenge, the op¬ 
portunity to do something 
unique and extraordinary.” 

For the “Man in the Hat,” a 
shadowy enigmatic figure re¬ 
vealed to be Poe himself at the 
climax, Sato requested Kenneth 
Cranham, last seen covered 
with heavy prosthetics in 
HELLBOUND: HELLRAISER 
II as Dr. Channard. Cranham 
was asked by Johnson to take 
the role with no pay. “I said no, 
of course,” he laughed, but he 
found himself intrigued and se¬ 
duced by the project and Sato’s 
“untraditional approach to the 
genre.” Cranham intones lines 
from ‘Annabel Lee' at key 

By Alan Jones 

Another undead movie 
joins the slew of vampire 
pictures waiting in the 
wings or currently in pro¬ 
duction. TALE OF A VAM- 
PIRE, inaugurates State 
Screen Productions, the full- 
length feature off-shoot of 
Naked Films, a British rock 
video company run by Si¬ 
mon Johnson and Linda 
Kay. Both producers wanted 
to apply the extensive expe¬ 
rience gained from their mu¬ 
sic promos for Chris Isaak, 
Manic Street Preachers and 
Rebel MC to the feature 
film arena and thought 
TALE OF A VAMPIRE 
would be the best way of 
doing it. The film is out on 
video from Vidmark, a Fall 
1993 release. 

“Horror is still the easiest 
way to enter the film industry 
because it has a definite market 
and there’s less risk involved,” 

Suzanna Hamilton as the vampire's 
age-old love, growing old after 

providing blood for his sustenance. 
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F Bram Stoker by way of Edgar Allan Poe. 

« Horror is the easiest way to 
enter the film industry,” noted 

producer Simon Johnson. “It has 
a definite market and there’s 
less risk to hedge your bet.” 

Bedridden Sends, in desperate need of revitalizing blood, and Japanese 
director Shimako Sato. The British production Is on video from Vidmark. 

points in the picture and was 
convinced Poe’s spirit was 
haunting him at one stage. He 
smiled, “I kept having night¬ 
mares about premature burial. 
I’ve never had them before!” 

If Cranham had nightmares 
about Poe, Sato had dreams 
about one particular actor for 
the lead role of Alex. It was 
someone she pleaded with 
Johnson to contact and send the 
script to. “Never thinking for 
one moment the offer would be 
taken seriously and he’d agree 
to appear for a minimum salary 
and deferred profit points,” said 
Johnson. But Julian Sands was 
delighted to be asked and his in¬ 
volvement upgraded TALE OF 
A VAMPIRE into a more major 
motion picture assignment than 
anyone had initially anticipated. 
The star of GOTHIC, THE 
DOCTOR AND THE DEVILS, 
WARLOCK, ARACHNOPHO- 
BIA and NAKED LUNCH be¬ 
lieved in Sato’s script and her 
talent to such and extent he ig¬ 
nored his business advisors’ ad¬ 
vice not to waste his time. 

“Although I’d been offered 
seven standard vampire scripts 
in recent months, Shimako’s 
take on the myth was like a 
breath of fresh air,” said Sands. 
“It contained a real emotional 
and psychological depth I found 
stimulating. While it remains a 
genre movie because of the sub¬ 
ject matter, it transcends it by 
getting into the more exciting 
realms of romantic darkness.” 
One of the themes Shimako ex¬ 
plores so well is the inter¬ 
minable tragedy of being sen¬ 
tenced to immortality.” 

Alexs’ life on the edge is di¬ 
vided into three main cate¬ 
gories, noted Sands. “There’s 
‘feeding time’, ‘chasing time’, 
and ‘sexual time.’ Basically 
Alex is an animal, or to be spe¬ 
cific, not strictly human, yet 
there's something far more ele¬ 
gant about his habits than sim¬ 

ple blood-sucking. Shimako 
said she didn't bother with 
fangs because my own teeth are 
naturally very sharp!” 

“Sexual time” had Sands 
naked on a wrought iron bed ty¬ 
ing up Suzanna Hamilton with 
red ribbons in one artfully fi¬ 
nessed sequence. Observed the 
Los Angeles-based actor, “The 
oriental flavor Shimako is 
bringing to the composition of 

ferocious sexuality and vio¬ 
lence, juxtaposed with romantic 
repose, is intriguing in its cul¬ 
tural integrity. The fact she un¬ 
derstood the medium, and could 
convey those ideas through it, 
turned me on. That’s why I de¬ 
cided to return to England for 
the first time since GOTHIC. 
Sure, it’s a risk. My agent keeps 
telling me I’m making a big 
mistake. But what’s life without 

them?” 
Sands followed TALE OF A 

VAMPIRE with another Eng¬ 
lish-based production. Rusty 
Lemorande’s THE TURN OF 
THE SCREW, a new version of 
the classic Henry James horror 
story which Jack Clayton 
filmed in 1961 as THE INNO¬ 
CENTS. He co-starred with 
Patsy Kensit, Stephane Audran 
and Marianne Faithful. 

Calling TALE OF A VAM¬ 
PIRE’S Poe connections “The¬ 
matic echoes rather than narra¬ 
tive throughliness.” Sands dis¬ 
missed the analogy that Ken¬ 
neth Cranham’s “Man in the 
Hat” character is merely the 
Van Helsing to his Dracula. 
“No, he’s more Verlaine to my 
Rimbaud. Sure, he’s pursuing 
me. But Edgar is as empirical as 
he is vampirical. He wants 
vengeance for my past deeds, 
especially concerning his child 
bride Virginia in the 19th centu¬ 
ry flashbacks, and has followed 
me through time to achieve that 
aim. But he can only use Vir¬ 
ginia's reincarnation as Anne to 
hurt me, not destroy me, in spite 
of substantial efforts to do 
away—and have his way—with 
me. He's a great dynamic foil to 
my poetic femininity.” 

Observed Johnson, “I’d link 
TALE OF A VAMPIRE to the 
Poe movies made by Roger 
Corman in the Sixties. They 
were artful interpretations of 
the atmosphere conjured up by 
his stories more than actual 
content. Shimako’s strong inner 
style has taken this avenue a 
step further by subtly turning 
those influences on their head. 
Having said that I was surprised 
by how much stage blood we 
did actually get through. Ten 
gallon drums were arriving dai¬ 
ly! I thought we’d need far less. 
But at least the core gore audi¬ 
ence will be satisfied. The taste¬ 
ful scary side they’ll discover is 
the frosting on the cake.” □ 
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CRASHED O N WAYNE'S W O R L D 

Director Steve Barron on filming the MTV 
skit that failed to reach boxoffice orbit. 

1 

Barron on the tat with Dan Aykroyd, who collaborated on the fllm’e screenplay. 

By Dale Kutzera 
Why a big screen CONE- 

HEADS now? After all. it’s 
been well over a decade 
since Dan Aykroyd and Jane 
Curtin last donned their rub¬ 
ber pointed heads on SAT¬ 
URDAY NIGHT LIVE. Par¬ 
amount is probably asking 
themselves that question a 
lot since their big-budget 
movie which opened last 
summer failed to catch on 
with audiences. But prompt¬ 
ed by the big-screen success 
of WAYNE’S WORLD, an¬ 
other SNL skit-turned-mov- 
ie, TV producer Lome Mi¬ 
chaels scoured the SNL 
archives for new film proj¬ 
ects. 

Of the scores of potential 
sketches, everything from The 
Lupners to Unfrozen Caveman 
Lawyer, Michaels kept return¬ 
ing to Beldar and Prymaat. Al¬ 
though it’s been 15 years since 
the bickering Remulacians first 
invaded American pop culture, 
audience recognition was not a 
problem. THE BEST OF SNL 
had been in syndication for 
years, reruns of SATURDAY 
NIGHT LIVE can be found at 
almost any time on the Comedy 
Channel, and the cones them¬ 
selves remain an enduring pop 
icon, seen in almost any college 
football crowd. After discus¬ 
sions with Aykroyd, veteran 
SNL writer Tom Davis was 
brought in to help pound out a 
story. Finally, writers Bonnie 
and Terry Turner, who helped 
turn the rambling WAYNE’S 

WORLD sketches into a fo¬ 
cused script, were brought in to 
perform a similar miracle with 
the Conehcads. 

About this time, in October 
of ’92, director Steve Barron 
got the call. Recalled Barron, 
the director who made TEEN¬ 
AGE MUTANT NINJA TUR¬ 
TLES, “It was a mixture of 
Brandon Tartikoff, who was 
then running Paramount, and 
Bernie Brillstein, both of whom 
I had worked with on a TV se¬ 
ries with Jim Henson called 
THE STORYTELLER. 1 was 
sent a screenplay by Paramount 
and it went from there.” 

Barron, who began his career 
working as a camera assistant on 
such films as Sir Richard Atten- 
borough’s A BRIDGE TOO 
FAR, SUPERMAN and Ridley 
Scott’s THE DUELISTS, made 
his directing debut on ELEC¬ 

TRIC DREAMS, as well as mu¬ 
sic videos for David Bowie, 
Madonna, Paul McCartney and 
others. He is now partners with 
Turtles co-creator Kevin East¬ 
man in Limelight Productions, 
with offices in both Los Angeles 
and London. 

Barron joined CONEHEADS 
at a critical period for Paramount 
Pictures. Production chief Tar¬ 
tikoff, formerly chairman of 
NBC Entertainment, left the stu¬ 
dio after a lackluster 15-month 
tenure to spend more time with 
his family, including his daugh¬ 
ter who had been seriously in¬ 
jured in a 1991 car accident. By 
the time Sherry Lansing took 
over for Tartikoff, it was clear 
there was very little product in 
the pipeline. Those projects that 
had been given the green light, 
such as CONEHEADS, were 
given tight deadlines. 

Barron set to work revis¬ 
ing the script and casting the 
film’s numerous smaller roles. 
“I worked closely with Dan 
Aykroyd, Bonnie Turner, Ter¬ 
ry Turner and Tom Davis over 
the few months after I came 
on board,” said Barron. “It be¬ 
came quite a different script 
from the one I (originally] got. 
The basic premise of the INS 
was always there, which is 
great. I think that’s what 
makes it work. It's a villain 
that you haven’t really seen 
before and it’s perfect then for 
these illegal aliens. In a lot of 
ways you can look at the first 
act and the last act—with the 
dentist, the birthing scene and 
Remulak scene—and say that 

is more Dan and Tom. In the 
middle when you start getting in¬ 
to Chris Farley and the suburbs, 
that’s more Bonnie and Terry.” 

Early on it was decided that 
whenever possible, current and 
past SATURDAY NIGHT 
LIVE players would be used for 
the film’s many smaller roles. 
Although Lome Michaels gave 
Barron a free reign to choose 
actors he believed in and could 
work with, many suggestions 
were made. By picking from the 
SNL talent pool, Barron was 
able to fill the smaller speaking 
roles with actors who wouldn’t 
normally take bit parts. “We 
needed people who had a comic 
sense of timing and [the SNL 
alums] were part of the Lome 
Michaels family as it were," 
said Barron. “We looked at 
them all individually, thought 
where they could be put, and in 
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Michelle Burke, Dan Aykroyd and Jana Curtain as the Conefteads. Barron 
noted that Burk* was cast. In part, because "she looked great In a cone.” 

SCI- FI IMPROVISATION 

“Aykroyd bunched into a hilarioius version 
of Rumulakian 'Jingle Bells,’” said director 
Steve Barron. "It would have been nice to 
use, but it was three minutes unto itself.” 

tern was originally developed for 
STAR TREK: THE NEXT 
GENERATION. The company 
won an Emmy award for the sys¬ 
tem in 1989 and two years ago 
began adapting it for motion pic¬ 
ture work. The key to this is a 
high resolution, 2000 lines per 
image scanner, which creates 
digital images virtually indistin¬ 
guishable from the original pho¬ 
tography. Once scanned, the im¬ 
ages can be color enhanced, ma¬ 
nipulated, or as in the case of 
special effect sequences, com¬ 
posited with other elements. 

For instance, the montage of 
scenes depicting the growth of 
Connie Conehead, was original¬ 
ly shot in super 8. Rather than 
blow up this film to 3.5mm in an 
optical printer, the footage was 
simply digitized. “We went to 
D1 which is a high standard for¬ 
mat like the format you edit TV 
in,” said Barron. “We then did a 
couple things to it like coloriza- 
tion, and then came straight 
from D1 back to film as a kind 
of kinescope.” 

Despite the fast pace of the 
film’s production, Barron does 
have some fond memories, in 
particular Dan Aykroyd’s im¬ 
provisations on the set. “The 

montage of Connie growing up 
was very much improvised,” 
said Barron. “I would run behind 
the camera and tell Dan to do 
this, wave there, look there and 
one of the things I threw at him 
was to put baby Connie on his 
knee and sing a nursery rhyme. 
He launched into the most hys¬ 
terical version of Remulakian 
jingle bells I’ve every heard. It 
would have been nice to use it, 
but it was three minutes unto it¬ 
self and we only had two min¬ 
utes to grow the kid up.” 

After an extended vacation, 
Barron and Limelight will be 
hard at work on REBOOT, a 
new Saturday morning series 
for ABC. “It is the first fully 
CGI half-hour weekly TV se¬ 
ries,” said Barron. “It is full 
computer graphics, 100 percent, 
and takes place in a computer 
world involving other computer 
games and a city that exists 
within a main frame computer. 
That will be out next year, and 
then we’re developing Kevin 
Eastman’s next project after 
Turtles which is a thing called 
UNDERWEAR and that is in 
development at ABC. It will be 
both a comic book and TV se¬ 
ries. That will be in ’95.” □ 

Growing up In suburbia as illegal aliens on the lam from the INS. 

1 

the case of David Spade we ac¬ 
tually wrote his part for him.” 

The crucial part of Connie, 
Beldar and Prymaat’s thorough¬ 
ly Americanized teen, went to 
newcomer Michelle Burke. 
“We just went through 30 to 40 
girls looking for anyone from 
an unknown to Christina Apple- 
gate and Michelle was best for 
the part,” said Barron. “She’s a 
beautiful girl, there was a spark 
in her eye, and she has a good 
natural side to her. That’s very 
important to play down any¬ 
thing and to play real. And she 
looked great in a cone. The sec¬ 
ond stage of auditions was what 
would they look like with a 
cone on their head? It really 
does make a difference and she 

looked amazing with a cone. In 
fact, in a lot of ways there was a 
whole added beauty.” 

In all, Barron spent a hectic, 
ten months on CONEHEADS, a 
short production schedule for a 
film of its size. To meet it’s tar¬ 
geted release date, only ten 
weeks were allowed for post 
production, only four for Bar¬ 
ron’s director’s cut. To expedite 
the editing process, many of the 
film's special effects sequences 
were created digitally. Com¬ 
positing multiple images, which 
normally takes weeks by con¬ 
ventional optical printing meth¬ 
ods, could be accomplished in 
days by artists at CIS, a comput¬ 
er graphics firm. 

The CIS digital matting sys- 
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STOP MOTION 
GARTHOK 

Animator Phil Tippett on old 
vs. new computer methods. 

Tippett animates the Garthoh, a concept he suggested Dan Aykroyd came up with 
because he was a Ray Harryhausen fan and wanted to fight a rubber monster. 

By Dale Kutzera 
After two years of work 

on JURASSIC PARK (one 
of his longest assignments), 
animator Phil Tippett dived 
into six weeks of work on 
CONEHEADS. “It was 
great to once again get back 
to doing things the old fash¬ 
ioned way,” said Tippett. 
"It was kind of a catharsis.” 

CONEHEADS actuall 
gave Tippett an apprecia¬ 
tion for the new computer 
technology. “I began to 
find out what I liked about 
the computer,” he said. 
"One of the things that you 
don't have to do is stumble 
around cramped sets in the 
summer with all these lights 
on which is quite uncom¬ 
fortable . And with all stop- 
motion stuff there is always 
the anxiety factor—you 
walk around with a knot in 
your stomach before dailies. 
But it is a great deal of fun 
working with real objects 
and playing with the real things.” 

Tippet’s San Rafael-based 
effects group animated the 
Garthok, a Remulakian beast 
which Beldar (Dan Aykroyd) 
must fight at the film's climax, 
an assignement from effects su¬ 
pervisor, John Scheele. “I think 
a lot of this particular sequence 
was a result of Dan Aykroyd 
wanting to fight a monster,” 
said Tippett. “He had been a fan 
of the Ray Harryhausen films 
and he wanted to fight a big 
rubber stop-motion puppet. 

“The initial character was 
described as a kind of Rancor 
pit monster and it was going to 
be the set piece for going back 
to Remulak. I had done a num¬ 
ber of pencil sketches for this 
weird looking thing and got to¬ 
gether with a sculptor here, Pete 
Konig, who came up with some 
maquettes. Then we got the de¬ 
sign approved and built a stop 

motion puppet. I think we had 
IS shots to do in under 6 weeks, 
which is the most accelerated 
schedule in which I have ever 
worked. They just wanted to gel 
this [filmj out so quickly . They 
were cutting everything on tape 
and it was so chaotic and rushed 
that they were up to their eyeballs.” 

Tippett had three crews 
working on the sequence simul¬ 
taneously, with most of the ani¬ 
mation done by Randy Dutra 
and himself. Despite the intense 
effort put into the sequence, 
several shots were cut from the 
film. “I guess the Remulak se¬ 
quence didn't test real well with 
preview audiences and as a con¬ 
sequence they did some pretty 
heavy editing,” Tippett said. 
“We lost a number of shots that 
looked kind of neat that I was 
hoping to get in. They were 
mostly longer shots which is 
what it really needed. The crea¬ 

ture had four legs and two big 
arms and was kind of goofy 
looking. You had to see it in a 
long shot to understand that, but 
those were the shots that were 
deleted. The whole thing seemed 
truncated to me.” 

The familiar constraint of 
money and time on CONE¬ 
HEADS was a far cry from the 
seemingly enormous budget for 
JURASSIC PARK. Rather than 
animate fully detailed foam 
puppets on JURASSIC PARK, 
Tippett’s animators worked on 
model armatures studded with 
optical encoders. Rather than 
recording each movement on 
film, each “frame” was digitally 
recorded by computer with a 
click of the mouse button. 
"What happened was partially a 
result of not knowing exactly 
what the capabilities of the 
computer animators were,” Tip¬ 
pet explained. “Most of (hem 

had worked on commer¬ 
cials with flying logos and 
stuff like that, not more 
complicated biological 
forms that not only had to 
have the physics and the 
mass but also the proper 
behavior. So we co¬ 
evolved this Dinosaur In¬ 
put Device that enabled us 
to get the performances I 
was looking for, using the 
talents of traditional stop 
motion animation. 

“These armatures were 
a little bit bigger than most 
and had optical encoders 
that Craig Hayes had de¬ 
signed and fed into a com¬ 
puter Rick Sayer built. 
Then Brian Knep worked 
on the program to get the 
stop motion animation to 
work with background 
plates. The animator would 
animate traditionally one 
frame at a time. Once that 
information was input, the 
computer was used as an 
editorial tool to smooth and 

tweak and finish the work. Si¬ 
multaneously, ILM was using a 
more traditional computer 
graphics approach and my ca¬ 
pacity as animation director was 
to go over, look at their work, 
coach them and work on the 
choreography and the blocking. 
There were about 15 shots that 
we did at my studio where we 
executed all the animation and 
they are primarily in the main 
road sequence and the raptor se¬ 
quence in the kitchen, pestering 
the kids. All the other computer 
graphics were done exclusively 
at ILM. There was a certain de¬ 
gree of cross-pollination where 
the computer graphics anima¬ 
tors could see some of the work 
we were doing and we could 
look at their work. It went back 
and forth and we learned a great 
deal from each other. 

“To some degree you can see 
a learning curve occurring on 
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The Garthok filmed blue screen by Tippett and composited digitally by CIS. 
Fabricator Pete Konlg (right) sculpts the Garthok In clay from a design 
maquette. Bottom Right: Randy Dutra animates at Tippett's San Rafael 

studio. After unsuccessful previews the stop-motion sequence was cut back. 

screen." said Tippett of the 
JURASSIC PARK work. "Some 
of the brachiosaur shots were a 
bit weaker than some of the later 
shots. It’s evidence of ramping 
up and figuring out how to use 
the tools. 1 should say that there 
is nothing about the computer 
graphics that has made anything 
any easier. In many aspects it is 
as difficult as anything ever has 
been and in some cases more so. 
It was never as simple as saying 
we will just get an ostrich and 
map that onto a gallimimus 
skeleton and then we’re done. 
But it does give us the capability 
of doing thing we weren’t able 
to do previously." 

So is traditional animation 
dead? Have foam rubber puppets 
been permanently replaced by 
digital encoders? “That is kind of 
is a weird issue," Tippett said. "A 
lot of the advanced PR is that 
everything from the past is 
worthless and everything in the 
future is good, but the reality is 
that these things are tools and wc 
use tools to make things accord¬ 
ing to the parameters and the re¬ 
quirements of the script and the 
director. A computer doesn’t 

know jack shit. It just sits there 
on a shelf waiting for someone to 
turn it on. It’s that simple. 

"Obviously it has revolution¬ 
ized the industry and computers 
will allow us to do things we 
weren’t able to do before. You 
can literally do anything you 
can imagine and quite a few 
things you can’t imagine. That 
is exciting and something to 
look forward too, but on the 
other hand it remains to be seen 
whether producers are going to 
say God, I just have to have 
computer graphics. I think it is 
somewhat questionable as to 
how viable some of these old 
techniques are since they are 
very labor intensive. Will they 
be able to stand up to the cost¬ 
cutting aspects of the comput¬ 
ers? That remains to be seen. 
And we've got to see some 
place other than ILM being able 
to turn out this stuff and quite 
frankly I don’t think you're go¬ 
ing to see a lot of that. A lot of 
people just don’t know what 
any of this stuff means yet, but 
certainly we are all being led by 
the ring at the end of our noses 
by the technology.” 
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BESTSELLING MOVIE MERCHANDISE 

America on the R#mn 
The 60s never realty ended— 

they just went into reruns. Today, 
shows like DARK SHADOWS, 
THE ADDAMS FAMILY. LOST IN 
SPACE and dozens of others 
continue to attract a new audience, 
while retaining their curt like 
following. Fully illustrated, this 
hook by David Story and Citadel 
remembers them all Si 6.95 

Dracula 
Fog... Fangs, . French Win¬ 

dows.. .Here, for the first time, is 
the fully illustrated text of Deane 
and Balderston’s 1927 Broadway 
hit. as well as Deane's delightfully 
different onginal script, unseen for 
60 years. Edited and annotated by 
David J. Skal, the acclaimed author 
of Hoitywood Gothic, this book is 
for all who treasure theater. $14.05 

The Guide to Fantasy Art 
Techniques 

“Where do you get your ideas?" 
is often the first question asked of 
illustrators who deal in images of 
the future or the fantastic. Through 
in-depth interviews and exquisite 
color and black and white illus¬ 
trations this book, edited by Martyn 
Dean, provides a wide range of 
fascinating answers. $10.05 

CINEFANTASTIQUE COVERS BY VOIGT 
Large, full-color art prints of artist David Voigt's cover paintings 

for Cinefantastique magazine are now available. A limited edition 
of 2,500 of each poster has been printed on 80# enamel stock, 
and comes rolled in a shipping tube, personally signed and num¬ 
bered by the artist. Each poster is $6.95. Order two posters for 
$12.95, three posters for $18.95. or a set of all four, only $23.95. 
Order these rare collector's items while supplies last! 

18x24 Signed, Limited Edition Art Posters 

BatmsnLa 
From the early days of Bat- 

Fiction to the 60 s camp television 
senes, James van Hise and 
Pioneer follow the evolution of the 
caped crusader in alt his 
incarnations- Interviews with Burt 
Ward and Adam West enliven the 
commentary and collectors of Bat- 
Memorabilia will love the section on 
Bat-Colllectibles. $14.95 

Horror Comics 
Written by Mike Benton, author 

of The Comic Book in America, this 
volume contains the complete 
history of the comics, their 
creation, and the talented writers 
and artists behind them. Also a 
special section on collecting 
comics and a checklist of horror 
comics Hundreds of full-color 
illustrations. Hardcover. $21.95 

GENRE 
TRAILERS 

Frequently better than 
the movies they hype, pre¬ 
view trailers have become a 
unique art form. Here are 
some classic editions featur¬ 
ing memorable and not so 
memorable movies. All trail¬ 
ers are available in VHS for 
$34.95 each. A limited num¬ 
ber of trailers are available in 
Beta for $17.50 each white 
quantities last. 

_ HORROR/SF I_ 
Frankenstein, Earth Vs the Flying 
Saucer. Golden Voyage of Sin- 
bad. The Time Machine. Freaks. 
It Came From Outer Space. Man 
of a Thousand Faces. Them, 
They Came From Within, King 
King. Dr, Terror s House of Hor¬ 
ror, Legend of Hell House, The 
Tingler, Monster on the Campus, 
It, The terror From Beyond 
Space, Phantom of the Paradise, 
Son of King, Incredible Shrinking 
Man, Psycho, Night of the Living 
Dead, Texas Chainsaw Mas¬ 
sacre, invasion of the Saucer 
Men, War of the Worlds and 
moral - 00 min. 

_HORROR/SF1I 
The Thing, Fiend Without a Face, 
Barbareila, Rodan. Curse of the 
Fly, Children of the Damned. Day 
of the Tritfids, Attack of the Crab 
Monsters, Creeping Unknown, 
20 Million Miles to Earth, Monster 
From Green Hell, Five, First Men 
In the Moon. This Island Earth, 
The Invisible Ray. Forbidden 
Planet, Godzilla King of the Mon¬ 
sters and more. - 60 min. 

_ HORROR/S Flit_ 
Creature Walks Among Us, Hor¬ 
ror of Party Beach, The Mysteri¬ 
ous Island (’29), The Bride of 
Frankenstein. The Skull, Frank¬ 
enstein Meets the Wolfman, 
From Hell It Came, Bride of the 
Monster, The Haunting, The 
Mummy ('31), Frankenstein 
1970, Mighty Joe Young, Inva¬ 
sion of the Body Snatchers. The 
Exorcist, Curse of the Demon, 
Abominable Snowman of the Hi¬ 
malayas. Little Shop of Horrors 
(Gorman), Fearless Vampire 
Killers, The Phantom of the 
Opera ('42), The Devil Dolls 
(Browning), The Climax (Karloff) 
and morel - 60 mini,- 

HORROR/SFTV (HAMMER 
_HORROR) 
Curse of Frankenstein, Revenge 
of Frankenstein, Evil of Franken¬ 
stein, Frankenstein Created 
Woman, Frankenstein Must be 
Destroyed, Horror of Franken¬ 
stein, Frankenstein & the Mon¬ 
ster From Hell, Hound of the 
Baskervtlles, Creeping Unknown, 
Enemy From Space, 5 Million 
Years to Earth, Curse of the 
Werewolf. The Mummy. Curse of 
the Mummy's Tomb. Mummy's 
Shroud, Phantom of the Opera. 
Horror of Dracula. The Bndes of 
Dracula, Dracula Prince of Dark¬ 
ness, Dracula Has Risen From 
the Grave, Taste the Blood uf 
Dracula, Scars of Dracula. Vam¬ 
pire Lovers, Dracula AD 1972 
and morel - 75 mitts. 

HORROR/SFV 
(HORRIBLE HONEYS) 

Bride of Frankenstein, Brides of 
Dracula, Frankenstein's Daugh¬ 
ter, Devil Girl From Mars, Wasp 
Woman, Leach Woman. Snake 
Woman, Attack of the 50-foot 
Woman, Prehistoric Women, 
She Creature. Astounding She 
Monster, Lady Frankenstein, 
Queen of Blood. Blood of Dracu¬ 
la, Frankenstein Created 
Woman and morel - 76 mine. 

HORROR/SFVI 
(SUPER QIAMTS) 

The Blob. Kronos. Amazing 
Colossal Man, the Mystenans, It 
Came From Beneath the Sea, 
Mothra, The Deadly Mantis, 
Tarantula. Godzilla Vs the Smog 
Monster, The Lost World. The 
Valley of Gwangi, The Beast of 
Hollow Mountain. Dinosaurus. 
Gorge, The Giant Behemoth and 
more! - 60 Mina, 

HITCHCOCK COLLECTION 
Rebecca, Suspicion, Saboteur, 
Shadow of a Doubt, Spellbound. 
Notorious, The Paradise Case. 
Rope, Under Capricorn, Dial M 
for Murder, Rear Window, To 
Catch a Thief, The Man Who 
Knew Too Much, The Trouble 
with Harry, Vertigo, North by 
Northwest, Psycho, (Famous 
Hitchcock Tour), The Birds, 
Mamie, Tom Curtain. - 60 mins, 

AMERICAN INTERNATIONAL 
PICTURES_ 

Meteor. Squirm. Return of Count 
Yorga, Tha Oblong Box, Blood 
Bath, Masque of the Red Death, 
Comedy of Terrors. The Haunted 
Palace, The Raven. The Pit and 
tha Pendulum, The Premature 
Burial* The Fall of the House of 
Usher, The Amazing Transpar¬ 
ent Man, Bucket of Blood, The 
Brain that Wouldn't Die. Attack of 
the Puppet People, Night of the 
Blood Beast, How to Make a 
Monster, I Was a Teenage 
Frankenstein, I Was a Teenage 
Werewolf, Blood of Dracula. in¬ 
vasion of the Saucermen. Phan¬ 
tom from 10,000 Leagues and 
morel * 60 mine. 

ORDER TOLL FREE BY PHONE OR USE ORDER FORM, SEE PAGE 125 
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REVIEWS 

At the mountains of madness: Grlgorss (Kyle McCulloch) steals an eagle's 
egg as a gift for his beloved Clara In Guy Maddln's CAREFUL. 

Careful _ 
Directed by Gmy M.ddln Zcfefrift FUw* * 100 
mint. With: Kylf McC'ullorh. (;«li OnbrnKuliki. 
Sarnh Nr* ilk, Paul Col 

Madness and death stalk (he inhab¬ 
itants of Tolzbad* a small* mountain 
village that lives under the constant 
threat of avalanche (hence the title* oft- 
repeated throughout the film as an im¬ 
precation against passions that could 
lead to disaster). Tracking the demise 
of two families consumed by need* 
guilt* and incestuous lusts* director 
Guy Maddin applies the techniques he 
first established in TALES FROM 
THE GIML1 HOSPITAL to stunning 
effect* as the storyline touches upon 
everything from HAMLET (complete 
with vengeful wraiths) to DOUBLE 
INDEMNITY, and the visuals ape 
every cinematic style developed before 
the 194t)s—but w ith a surreal washed- 
out color scheme that comes to resem¬ 
ble a two-color Technicolor print that*s 
seen one too many runs through the 
projector. Then something strange hap¬ 
pens: the film develops an emotional 
immediacy far beyond the seemingly 
camp nature of its approach. Maddin 
has managed to develop his own film 
language out of an amalgam of those 
used at the dawn of filmmaking: what 
starts out as merely an amusing way of 
telling a story turns into something un- 
settingly rich and moving. Features a 
raft of memorable lines (my favorite: 
"Here is the hair I have lost in the past 
three months. Take it. it belongs to 
you.’*) and perfect scoring by John Mc¬ 
Culloch Mesmerizing in every way, 
this is not only an impressive achieve¬ 
ment from one of Canada's most 
unique artists, it's also one of the best 
Films of the year, 

mm mm I)an Persons 

Die watching 
Dirrctrd by t'hirln Dull. Tribctrn t ntrrtatnmrm 
Vidro. 9 9.1, IS mlav Huh Cbrklophrr Viklm, % all 
Aihioii, Tim Thiiifterwus- 

An updated* uncredited remake of 
PEEPING TOM, Instead of repressed 
Carl Boehm taking “naughty** photos 
and occasionally murdering women, 
we have repressed Christopher Atkins 
(rapidly becoming an exploitation film 
regular) making “single-girl" adult 
videos and occasionally murdering 
women. Boehm tries to have a normal 
relationship with his “nice-girl” neigh¬ 
bor* Atkins tries to have a normal rela¬ 
tionship w ith his nice neighbor. Boehm 
films his own demise, Atkins video¬ 
tapes his own demise. And so on. 
While this film doesn't come close to 
Michael Powell's masterful work, it is 
adequate enough, fairly well-produced 
and acted* and even has a few moments 
of humor, courtesy of Atkins* porn 
shop connection, a sleazy video store 
owner On the down side, the opening 
murder of an extremely well-endowed 
dancer is just about over the line from 
sleaze to sick, Atkins motivation for 
his killings is played out in a ridiculous 
flashback* and Tim Thomcrson is 
wasted in a straight role as a police de¬ 
tective. All things considered* howev¬ 
er* this is a competently done* minor 

lime-waster. I’ve seen worse. 
• • David Wilt 

Doctor mordrid 
directed by Albert md Ihirln Hind. Full Maun 
Video* S9J. Witki Jeffrey r.unK Yrrtte Nip.r. Bh 
in 

By day* Doctor Mordrid is an ordi¬ 
nary Newf York apartment landlord. By 
night* he's a super-wizard Guardian 
from another dimension protecting 
Earth from the conquering ambitions 
of his evil brother Kabal. As played by 
Full Moon veteran Jeffrey Combs, 
Mordrid's an intense, cross-eyed Vin¬ 
cent Price for the '90s, lacking only 
Price's cosmopolitan panache and self- 
deprecating humor. As he searches the 
planet for the various elements he 
needs to fulfill his schemes, Thomp¬ 
son's Kabal resembles more a cocky 
California beach bum than any sort of 
dangerous* transdimensional alche¬ 
mist. 

As Mordrid and Kabal battle for 
the planet* there’s precious little hap¬ 
pens that's not routine—down to Mor¬ 
drid's romance w ith a police researcher 
who becomes his ally. One bizarre 
touch is Cutter* Mordrid’s fellow 
Guardian from another dimension, a 
grizzled Hell's Angel-type. In such a 
cosmic tableau, he seems wildly out of 
place. Optica Is and mattes give this 
video project a bigger budget look. 
Along w ith Combs' befuddled* cross¬ 
eyed stare, David Allen's climactic di¬ 
nosaur skeleton battle is the visual 
highlight. Overall, a one-dimensional 
fantasy so goofy and earnest* it's hard 
to dislike. • Steven J. Lehli 

Fortress 
Directed by Stuart Gordo*. DimnUoi Fktum, 9 9X 

With; l farittupfarr Lambrrt, Lory■ Locldlo, Kurt* 
wood Smith, Jeffrey Conte. 

In a near-future that allows only 
one child per family and outlaws abor¬ 
tion, Christopher Lambert and Loryn 
Locklin play a couple who accidently 
conceive a second child. Captured by 
border police in the film's opening mo¬ 
ments, the luckless couple is sent to the 
Fortress, a vast subterranean prison run 

by the sinister Men-Tel Corporation. 
The warden, an enigmatic cyborg 
played by Kurt wood Smith, employs 
robots, mental torture and a nasty little 
device called the Intestinator to keep 
his convicts in line. Lambert hopes to 
escape before his wife can give 
birth. 

Much of director Stuart Gordon's 
depiction of this massive prison society 
manages a frightening degree of future 
shock* especially in early scenes where 
I timber t is processed into the prison. 
The Fortress itself is an immense un¬ 
derground shaft impressively dis¬ 
played—with convincing miniatures 
and mattes—in David Eggby's gritty 
photography. But these powerful se¬ 
quences are undone by radically un¬ 
even performances (some cast mem¬ 
bers appear to be acting in different 
films), and wildly improbable situa¬ 
tions. The ludicrous climactic struggle 
is the capper, pitting Lambert against 
an automated prison truck—even as 
Uxklin gives birth at his feet! 

• •Steven J_ Lehti 

Hellmaster _ 
Directed by Do*g$*» Scbilie. ClRrnii, WtJ, 100 
min*. With; Jnhn Siiirv, DiOd I mjEr, Amy Knuh. 
►dward Stnm, Stnftrrl IMe. Jeff Hrrtrtr 

The most frightening thing about 
this low budget honor, filmed indepen¬ 
dently in Michigan as THEM, is that 1 
mistook actor David Emge for Robert 
Glaudini; Emge 1 haven't seen since 
I978's DAY OF THE DEAD. Murder¬ 
ing genetic mutants kill off the ex¬ 
tremely small co-ed population of an 
obscure college. There’s only one 
teacher and he gets of fed as well. It's 
all due to some IWJ experiment gone 
wrong in which drugs were used to ex¬ 
pand intelligence and induce telepathic 
abilities. John Saxon heads the no¬ 
name cast. Makeup by Roger A. White 
and his staff has some interesting vari¬ 
ations, but is not worth the superhuman 
effort it takes to stay awake during the 
film, written, produced and directed by 
Douglas Schulze. 

O Judith P, Harris 

Lois & clakk 
Dlrfclfd hy KuUrri Hullir Wrtllra by DrWah 
Lr*l*c- ABC TV. I/O, I0J mins. With: Dmb ( til, 
I rn Huts hrr. I anr Smith. Slkharl Laodrt, Tract? 
SrcifOttav Hintetb Hnrnndn. Jnhn She* 

K must be loo forty-something to 
detect the charm and with of this comic 
book update. Lois (Teri Hatcher) is a 
bitch on wheels and someone I have no 
wish to spend any future lime with. 
The slightly revisionist plot ignores the 
whole Superboy era of the comics* and 
shows Clark (Dean Cain) flying in his 
business suit, before his mom comes 
up with a revealing suit that will pre¬ 
vent people from remembering his 
face. Flying scenes arc adequate but 
take offs and landings are clunky—if 
you couldn't see the strings* you could 
certainly deduce their presence. Lucki¬ 
ly the Daily Planet has the same kind 
of windows as the Darling family in 
Peter Pan; the kind that magically 
open in when someone flies through 
them. I'm also having problems with 
the fact that Clark, Lois and Jimmy 
Olsen (Michael Landes) are all the 
same age, as Jimmy has always been 
portrayed as much younger and geckier 
than his fellow Daily Planet employ¬ 
ees. With an extra 43 minutes, the 
opener felt very slowly placed. Let's 
hope things pick up in future episodes 
now that the cape and the boots have 
been introduced. 

• Judith P. Harris 

Midnight kiss 
ttmtid by Jtwi Hrndrr. Yt*drim toirriflinmi-ftt. H5 
rmnv Witb: Mu hcllr Owrnv Mkhirl VlrMllln. Ore* 
(on A- Greer. 

Despite the glut of vampire films 
filling video store shelves, there is al¬ 
ways room for another good one. This 
is a fast-paced horror film happily de¬ 
void of the pseudo-psychological clap¬ 
trap that has marred several recent en- 

The mutated Eric Kingston, makeup 
by Roger White in HELLMASTER, 

about to Inject another victim. 
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tries. Director Joel Bender, a former 
editor, keeps the action lively from the 
first few minutes, during which three 
victims bite the dust including one who 
has his face tom off. The story focuses 
on police officer Carrie Blass 
(Michelle Owens) and tends to have a 
feminist bent since most of the male 
characters are either controlled by their 
lust or are just plain dumb. As a string 
of murder victims pile up, Blass has 
herself set up as a decoy and is at* 
tacked by the vampire and infected. 
Now she sets out to trap the monster 
before her time runs out. 

We learn little of Gregory A. 
Greer’s vampire except that he is a 
psychotic killer who sleeps in a body 
bag. Although the religious icons are 
disposed of. the trusty stake still comes 
in handy. The unrated version includes 
a gore-filled morgue sequence as Blass 
confronts two nude vampire, previous 
victims of the monster. Celeste 
Yarnell, herself a vampire in the 1971 
film VELVET VAMPIRE, has a 
cameo as one of the first casualties 
here. • • Ban Scappcrolti 

Needful things 
DJrrctrd b* tnwf C. llrMnn. 1 Blum hi a fktam, 
ft/4J< 120 mln^. With Id Harris. Mai von 
Handle Hedelia. Amanda Pfcuftim*T. 

"This is a good town,” says Sheriff 
Alan Pangborn (Ed Harris) of Castle 
Rock, "with lots of decent, ordinary 
people." Funny, all the decent, ordi¬ 
nary people must be at home watching 
TV, because what we see of King's 
famed locus of the supernatural are the 
venal, the paranoid, and the just-plain- 
dirt-dumb—more Black Rock than 
Castle. Most of the inhabitants arc so 
incapable of generating audience sym¬ 
pathy that, when previewing "Needful 
Things" curiosity shop purveyor Lc- 

Amanda Plummer as Nellie Cobb 
goes berserk In NEEDFUL THINGS, 

another King yarn that flopped. 

Gillian Anderson and David Duchovny of THE X FILES. Investigating UFO*. 

land Gaunt very-subtle series of inter¬ 
connected "pranks," one’s main reac¬ 
tion is likely to be, “Good"—not quite 
what Mr. King had in mind, I’m sure. 
Capably directed by Fraser Heston, 
with good atmosphere and admirable 
performances by Harris, von Sydow, 
and Bonnie Bedelia as the sheriff's fi¬ 
ancee. Too bad all that surround them 
fails to rise above the cartoon. 

C Ban Persons 

Preying mantis 
illrrrlrd by Jamrs Krivb. USA Network, 120 mim. 
With: Jur Sr jmuur. Burr* Btwtwkk, Knicw FUb* 
W. 

Jane Seymour took time off from 
her Dr, Quinn role to star as the bride 
from hell in this drab thriller. She plays 
Linda Crandall, a deadly psychopath 
who bumps off her bride groom on 
their wedding day. The TV movie* 
tensed in Portland, Oregon, suffers 
from an unconvincing script, dull act¬ 
ing and major inconsistencies. The FBI 
agents are trying to track down the 
killer, who is described as being liked 
by everyone who meets her. However, 
when she sets her sights on Barry Bost- 
wiek she is hated and mistrusted by 
everyone except the intended victim. 

Although Seymour is depicted as a 
clever killer, it is amazing that she has 
gotten away with one murder, never 
mind five. She makes too many mis¬ 
takes to survive at such a deadly game. 
While posing as a romance novelist, 
she mistakes Anna Karenina for an au¬ 
thor not a book, Seymour is so obvi¬ 
ously out of her mind any normal guy 
would run for the hills a minute after 
meeting her. And when Bostwick’s ex- 
girlfriend turns up murdered after a run 
in with Seymour, hardly an eyebrow is 
raised. There are many better films 
about psychotic women than this trivial 
effort • Dan Scapperotti 

Time runner 
Dirrrlrd by Mkbwl Haemal, f/W K* mio*. 
W ith: Mark llamill. Kar l>awn t hung, BHua Jamrv 
Man Hauer, iGordon Tipp4*. Alien t'orfrt. 

Il's2022 and Earth is being bom¬ 
barded by ncalo-looking spaceships. 

Mark Hamill is Earth’s last hope, in an 
orbiting space station, but it gets 
boarded, so he escapes in a pod which 
goes through a wormhole and he lands 
in 1992. However, the same aliens who 
attacked in 2022 are on Earth. Luckily 
for the film's budget, they look exactly 
like us. but they can’t feel pain. That's 
how you can spot them; they bleed but 
don’t notice. Also, when they want to 
scare you, they talk as if they’re in an 
echo chamber. 

Hamill lands the day before he's 
due to be bom. He has an unexplained 
series of dire prccognitive flashes, but 
because of these warnings, he’s able to 
change things so these images of doom 
are averted. When one of these visions 
shows his mother being killed, he 
rushes to her aid to assure his birth. 
Scenes of 1992 are intercut haphazard¬ 
ly with 2022 and the whole thing is 
constantly interrupted by car chases 
and gun battles. The only hint of wit in 
the entire dull running lime is that 
Brion James has been cast as that hoary 
old sci-fi cliche, the President of the 
World. Six people, including the direc¬ 
tor. are credited with the screenplay; 
that’s 13 minutes each. 

Ojudith P. Harris 

The x files _ 
Dirrrtrd h, Robert Maodrl. Written Chris Carter. 
Foi TV. 9/93, ao mini. With: Darid Uucho.a,. 
I.illiaa Aadereoa, Charles l ltfll, Cliff DcYouaf, 
Sarah Kcnkoff, lr.m RaiMB. 

For those too young to remember, 
there was a TV series which ran from 
February 1978 to August 1979 called 
PROJECT U.F.O., produced by Jack 
Webb, about a team which investigated 
and mostly debunked cases from the 
U.S. Air Force Project Blue Book. It 
was all rather disappointing, with 
UFO’s explained away as weather bal¬ 
loons and the like. But all that was be¬ 
fore Whitley Streiber came out of the 
closet, claiming to be abducted by 
aliens. This series comes on the heels 
of a spate of TV and theatrical films 
which have treated these allegations 
with more sympathy. The weekly one- 
hour Fox TV scries chronicles a two- 

person FBI team, one a believer (David 
Duchovny) and the other a skeptic, 
(Gillian Anderson) who investigate 
similar unexplained events. 

The hour opener was far better than 
it had any right to be, considering how 
many other series have to bloat up to 
two-hours to introduce all their charac¬ 
ters and set up their premise. The most 
unconvincing aspect of the whole un¬ 
dertaking is these Feds hit pay dirt on 
their first outing, finding not only mu¬ 
tated human remains with an alien 
probe of no known metal up its nostril 
hut also they lost several minutes of 
time without any explanation and were 
on site during an attempted alien ab¬ 
duction. Chris Carter’s script was well 
done, Apparently shot in British Co¬ 
lumbia, the show imports a few U.S. 
actors as guest stars. 

• ••Judith P. Harris 

WARLOCK: 
THE ARMAGEDDON 

IbrKlrd ht Ailboi) lUrkoi. Written b) Kerin Rock 
amt Sib Hrmirii. THmirk Pk(if«, */93, Bin. 
With: Julian Sudi, t hht Youi|. Pauli MinbilL 
SI M K aha ei, (hart** iiallahan. ItC. Armstrong. 

Probably the most gratuitously vio¬ 
lent film I’ve ever seen that wasn’t an 
outright comedy, like the films of Peter 
Jackson. In a scene done belter in 
XTRO (1982), Julian Sands is born, 
fully grown, out of an unsuspecting 
woman and sets forth in his quest to 
find 5 runestones which are keeping 
Satan locked out of our universe. Each 
of the runestones’ current owners has 
to willingly give them up, though 
Sands is not above a bit of torture to 
get them. Even when they are handed 
over willingly. Sands can’t resist leav¬ 
ing behind pulpy, bloody, mutilated 
corpses (courtesy of Bob Keen's make¬ 
up). Opposing him are two teenage 
Druids who have a certain amount of 
mystical powers themselves. One of 
the failures of this sequel to WAR- 
LOCK (1988) is that neither the villain 
nor these hereos are particularly inter¬ 
esting. However, writers Kevin Rock 
and Sam Bernard at least spare us most 
uf those boring sarcastic one-liners 
which have become synonymous with 
modern horror films. Only one or two 
intrude toward the end. 

• Judith P. Harris 

Julian Sands takes a hit In 
WARLOCK: THE ARMAGEDDON 
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Order by Mall 
Chech items below or list items de¬ 
sired on a separate sheet of paper 
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CFO T-SHIRT 
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white on jet black, this collector's T- 
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BATMAN MASK 
continued from page 74 

of the movie were coming togeth¬ 
er, and time was weighing heavily 
on the producers* minds. “It was 
intense up front, and then we wait¬ 
ed for stuff to come back,” said 
Timm. “Now that it’s back, it’s in¬ 
tense again, pure panic time. As 
we knew it would be. It’s different 
than on the television show. It’s 
not like we have to be working 
around the clock, but the day the 
film comes back, we have to edit it 
right away, cut it into the work 
print and call for retakes. 

“We had some deadlines like 
this last December when we ran 
out of episodes to run, and aired 
shows with missing retakes in 
them. We’ve called a million re¬ 
takes on this picture obvious mis¬ 
takes and stuff we’d just like to see 
finessed a little better. We’re not 
going to get the finessing retakes 
back in time. We’ll cut them into 
the video release.” 

Series composer Shirley Walk¬ 
er is eagerly anticipating the 
movie. Knowing her soundtrack 
was scheduled to be released on 
CD, she put in a call for musicians 
in August of 1993. “1 was very ex¬ 
cited, I beat out all the composers 
who have Christmas films to 
score,” she said. 

Walker isn’t worried about any 

comparisons to Danny Elfman's 
BATMAN score. “One of the orig¬ 
inal ideas for the animated Batman 
was for him to have musical dis¬ 
tinction from the live action Bat¬ 
man. There were creative reasons 
for that but also corporate reasons. 
I don’t believe that Danny's music 
will be anywhere at all in this 
soundtrack. Warner Bros is really 
going to great lengths to separate 
and protect the two franchises. 
They don't want the animated Bat¬ 
man to take anything away from 
what might be a possible third live 
action Batman.” 

Walker began recording the 
score in October with two orches¬ 
tras: an A-Orcheslra of 110 pieces, 
and a B-orchcstra of 80 pieces, up 
from the usual 30-40 musicians 
she used on the series. 

The series’ regular sound ef¬ 
fects crew at Soundcastlc couldn't 
do the film because they didn't 
have the manpower, so a regular 
Cea.tu.Te film sound crew was 
brought in. Besides more complex 
sound effects, there is also a lot of 
dubbing work to be done, mainly 
because of the fight sequences. 

Timm estimated he was “90% 
happy” with the results but com¬ 
plained that with the December 
release, “Wc just didn't have that 
extra time to fine-tune it and tweak 
it." □ 

BATMAN MUSIC 
continued from pagr 37 

the catchy title of “O’Hara and 
Gordon Walk On” in “Enter Bat- 
girl, Exit Penguin” or the 31-sec¬ 
ond “Bruce and Dick,” in “Fine 
Finny Fiends/Batman Makes the 
Scenes.” Other titles ranged from 
plain descriptive pieces such as 
“Batman Trap” to clearly Rid- 
dlcsquc monikers such as “A Quiet 
Alley.” The musical cue sheet 
book for the scries is inches thick, 
packed with fine music from a 
master. □ 

BATMAN CASTING 
continued from pig* 93 

sion, wc usually rehearse and 
record in about 2-1/2 hours. They 
get to walk in. pick up a script, re¬ 
hearse something big and broad 
and do it. 1 say big and broad, be¬ 
cause it’s bigger than cheesy, it’s 
bigger than live-action film. Film 
is so subtle for the most part.” 

For all the stars that come 
through the doors, Romano feels 
the mainstays of the show are Bob 
Hastings as Commissioner Gordon 
and Efrem Zimbalist Jr. as Alfred. 
“I look at them as my bookends; 
they hold the show together," she 
said. “It’s funny because the way 
wc set them up in the recording 
studio they're each on the end, so 
they physically hold the cast to¬ 

gether. They’re such good actors 
that they're unsung heroes. They 
are outstanding. Sometimes they 
may only have two or three lines 
of dialogue in a whole script, but 
as far as I am concerned they arc 
the glue, they arc the cohesive 
thing that holds it all together.” □ 

HAMMER HORROR 
coniinurd from page ? 

lecture tour.” 
Why has the Hammer name en¬ 

dured to represent the benchmark 
of British horror forty years later? 
“It's difficult to say,” mused 
Skeggs. “I always used to say 
Hammer was Walt Disney with a 
bit of blood. 1 think it’s down to 
the sincerity of the productions 
and the team of people who made 
them and worked so well together 
No one man was entirely responsi¬ 
ble. It was a very serious business. 
You can’t underestimate the Cush¬ 
ing and Lee factor either. Both 
were highly professional and com¬ 
mitted actors. After forty years all 
the Hammer movies are probably 
better films now than when they 
were made. Every time one plays 
on television the audiences arc 
huge because they had major stars 
and great production values. 
Every penny was on the screen 
and that’s still the way I intend 
to work.” □ 
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LETTERS 
MAYBK CHARLES 
ADDA MS DESERVES 
A LITTLE CREDIT? 
What an unconscionable waste of 
magazine space: four pages of 
David Levy's snivelling because 
he failed to read the fine print on a 
contract. [ADDAMS FAMILY 
VALUES, 24:5:11 ]. But what is 
worse—and made all the more so 
because a gullible reporter be¬ 
lieved him—is Levy’s absurd 
claims to everything good about 
the Addams Family. He even goes 
so far as to discount Charles Ad¬ 
dams himself, dismissing the car¬ 
toonist and his work as something 
only “a couple of hundred thou¬ 
sand" people ever saw —forget¬ 
ting, conveniently or ignorantly, 
the dozen best-selling book collec¬ 
tions that had made Addams' work 
world-famous long before the TV 
show came along. Describing a de¬ 
crepit Victorian mansion as a 
“Charles Addams house" has been 
part of our language since the 
1940s. One wonders if Levy is a 
tenth part as familiar with the orig¬ 
inal cartoons as he claims. 

“Addams never conceived of 
them [the "Addams Family"] as a 
family," he says, even though they 
are shown as such in scores of car¬ 
toons. Levy describes the art as 
“all line drawings”—which they 
certainly were not—“in which the 
people had no particular character¬ 
istics"—which they most certainly 
did. In fact, the roots of many if 
not most of the personality traits of 
the TV and movie characters can 
he found in the cartoons. 

Please, in the future spare us 
credulous and unresearched arti¬ 
cles such as this one. _ .... 

Ron Muller 
Fredericksburg. VA 22405 

Who wrote “relics?” 
Regarding Mark Altman's article 
“The Making of the Relics," 
(24:3/4:22). 1 pitched the story to 
STAR TREK: TNG staff writers 
in February 1992. As I talked, they 
took notes and were very enthusi¬ 
astic about my story. 

I had originally envisioned 
Scotty as the central character, a 
"Man Out of Time” (my story’s ti¬ 
tle). However, one of the ST pitch¬ 
ing guidelines prohibits writers 
from using a character from the 
old series. They call that practice a 
form of "cannibalism,” a crutch 
not to be used. Therefore. I dis¬ 
guised my main character as a "fa¬ 
mous Federation engineer." 

Ron Moore contacted me by 
phone. He said that the production 
office was interested in buying 
part of my story. He assured me I 
would be given story credit for the 
episode. 

The episode was aired on Octo¬ 
ber 1992 with "Written by Ronald 
D. Moore” as the sole writing 
credit. Usually, disputes regarding 
story credit are arbitrated by the 
Writers Guild. The ST office re¬ 
fused to agree to arbitration be¬ 
cause I had not given them a writ¬ 
ten copy of my pitch story. They 
added that Mr. Moore was not au¬ 
thorized to promise me story cred¬ 
it. Furthermore, my attempt to re¬ 
ceive the story credit due me. led 
to my being blacklisted by STAR 
TREK. 

The ST production office han¬ 
dling of my situation started me 
wondering how many times in the 
past this type of dealing with writ¬ 
ers may have occurred in the past. 
This upcoming seventh season is 
to be the last one for TNG. I, for 
one. will not miss its passing. 

Michael Rupert 
San Francisco, CA 94121 

Dust devil 
THE TRUE STORY 
I feel honor bound [as director] to 
point out some errors in your arti¬ 
cle on DUST DEVIL [24:3/4:12]. 
American distributor Miramax 
Films, has been consistently sup¬ 
portive of the project since its in¬ 
ception. allowing an unparalleled 
degree of creative freedom during 
both the shooting and the post-pro¬ 
duction period, providing the pro¬ 
duction with moral and financial 
support after the collapse of Palace 
Pictures left the unfinished film 
high an dry. After two years in le¬ 
gal limbo DUST DEVIL is finally 
scheduled for a theatrical release 
in the United States this January. 
Contrary to Alan Jones’ implica¬ 
tion in his article the cut that will 
be screened in America will be the 
108-minute European cut, the 
same as the edition released in the 
United Kingdom. 

The garbled, ungraded 80- 
minute cut that saw release in 
some European territories was 
rushed out by Palace before the 
completion of post-production in 
an effort to liberate blocked funds 
and slave off bankruptcy. This cut 
has subsequently been withdrawn 
with the consent of all parties in¬ 
volved although I understand that 
it has accidentally surfaced in 

some parts of America courtesy of 
Paramount video. 

Miramax, who approved the fi¬ 
nal cut and remain on cordial 
terms with me. have acted honor¬ 
ably throughout and plan to give 
the final cut the theatrical release it 
deserves this winter with a video 
re-release of the complete edition 
planned for later next year. Until 
then all I can do is advise the pub¬ 
lic to hold their breath a while 
longer, avoid the mutilated Para¬ 
mount video release and catch the 
film in its full unexpurgated form. 

Contrary to Alan Jones’s state¬ 
ment Miramax were entirely in fa¬ 
vor of casting Rosanna Arquette 
and her subsequent replacement 
by Chelsea Field was down to cre¬ 
ative differences and the limita¬ 
tions of our rather threadbare 
budget and had nothing to do with 
the wishes of the American dis¬ 
tributor. 

The implication that DUST 
DEVIL plagiarized David Wicht’s 
1989 production W1NDPRINTS is 
equally misinformed. Both films 
are based on the same true events 
concerning the faceless serial 
killer who stalked the town of 
Bethany back in 1982. DUST 
DEVIL’s script dales back to 1984 
and 1 was not only aware of 
WINDPR1NTS (which I viewed 
with interest on its European re¬ 
lease) but David Wicht actually 
worked on DUST DEVIL in an 
advisory capacity, contributing to 
its cash flow and providing invalu¬ 
able research. 

As the murder case was never 
closed both WINDPRINTS and 
DUST DEVIL can exist happily 
side by side as both take very dif¬ 
ferent slants on the killing. 
David's film comes up with a 
paranoid political conspiracy theo¬ 
ry while my script follows an even 
more paranoid supernatural expla¬ 
nation. I remain on good terms 
with David Wicht and there has 
never been any question of legal 
problems arising from this rela¬ 
tionship. In fact our films would 
make the ideal double feature and 
have played together in at least 
one cinema. 

I must also slate for the record 
that I have nothing but respect for 
Wes Craven and his work and 
cherish my acquaintance with him. 
My comments on SERPENT AND 
THE RAINBOW appear out of 
context to denigrate Wes’s work 
but should refer instead to the dif¬ 
ference in our backgrounds. Wes 

was raised in the United States 
whereas I was raised in Africa 
with magic playing an active role 
in my upbringing but this should 
not in any way imply that Wes’s 
film is inferior to my own. (Quite 
the opposite, I suspect!!) 

Lastly Mr Jones' statement that 
the local bar on our shoot could 
only house five people at a time is 
entirely erroneous. Kucki’s bar in 
Swakopmund. Nambia. was large 
enough to accommodate the entire 
crew, who spent a considerable 
amount of their free time in the es- 
tablishmcnt which actually re¬ 
ceives an on-screen credit at the 
end of the film and would extend a 
warm welcome to any other 
drifters blowing through the area. 
If you're ever on the Skeleton 
Coast be sure to drop by and give 
them my regards. 

Richard Stanley 
London. England 

CLASSIFIED ADS 

TOYS From movies. TV and Comics Send 
SI .00 to John Kachmar. 779 Carissa Drive. 
W P.B.. FL 33411 

GIANT WOMEN GROW HUGE! Adult 
books, drawings fantasies! Must state 
you’re over 21, and sign. For flyers 
send $1, long SASE: E.L Publications, 
306 Nassau Road #138*0. Roosevelt* 
NY 11575. 

1.000*000 VIDEOMOVIE S^SOUNOTRACKS 
LPS! Set fi, horror, cult. Video catalogue— 
$1 00 Descriptive—$9 95. Soundtracks^ 
$1,00 Posters—$1 00 RTS/CF. Bo* 93897, 
Las Vegas, Nevada 69193 

TV COLLECTIBLES Dark Shadows* Uncle* 
Get Smart. Irwin Allen, Night Gallery, Partridge 
Family. More1 Toys* Games. Magazines* 
Comics.Catalog $2. TV Photos 1955-1985* 
Catalog S2. Jim's TV Collectibles, Bo* 4767-G* 
San Diego, CA 92164. 

LEARN MAKE-UP ARTISTRY AND SPE¬ 
CIAL Effect. 5 day course. Instructor Bert 
Roth* Director of Make up for ABC-TV. 
Write Bert Roth* 1344 Manor Circle, Pel 
ham. NY 10003 

European ScFFi/Hofror Material Stills. Presse- 
books, magazines, movie-posters 1940/90 
For sale list, Giraud Pal nek, 25 Avenue Roger 
Salengro 93420 Villepmle. (France), 

COLOR COUJ.CHlRSGUlDfc 
volume ii unmoN horror science fiction 

FANTASY MOVIE POSTERS a LORRY CAROS 
(Iff3 EDITION)_| 

HU Pape* Handy 
AZAJftateutal] 

i'.uw 
ctxxau 
LI 12 DifJcfcot 
Pmtrrx A 
CanhSbMwn* 
IN SUPER 
ASTRO COLOR ’ 

EACH copy 
POSTPAID IN 
U5 S15V5 
(MICH RES 
PLEASE ADO 
4*1 ST ATT 
SALES TAX) 
EACH COPY 
SENT TO 
CANADA SI H15 
ELSEWHERE: 

S23 
ARCHIVAL PHOTOGRAPHY 14*45 ANNE ST. 

ALLEN PARK, MICHIGAN 4*lot (31J) J*# 5452 
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MAGAZINES AND SUBSCRIPTIONS 

Superhero Comics 
Written by Mike Benton, author 

of The Comic Book in Am&fica. this 
volume contains the complete 
history of me comics. their 
creation, and the talented writers 
and artists behind them. This 
volume also contains a complete 
listing of every major superhero. 
Hundreds of full-color illustrations. 
Hardcover. 124.0$ 

This sixth issue of FEMME 
FATALES is available January 15 
(pictured above). This high quality, 
glossy quarterly ts loaded with full- 
color photos of gorgeous gals, 
interviews with the B Queens 
themselves and insightful behind- 
the-scenes articles. Start your 
charter subscription with Vol 2 No 
2 (above), featuring Monique 
Gabnetle, and receive a personalty 
autographed photo of Brinke 
Stevens (shown below). Back 
issues Vol 1 No 2. featunng Sybil 
Banning, Vol 1 No 3. Michelle 
Pfeiffer. Vol 1 No 4. Trad Lords 
and Vol 2 No 1, THEY BITE are 
available at only $6.00 each 
postpaid 

Bond and Beyond 
For the past 30 years, movie 

and television audiences have 
thrilled to the exploits of special 
agents, from Ian Fleming's James 
Bond 007 to Tom Clancy's Jack 
Ryan. This booh by Tom Soter and 
Image traces the genre from 
1962 s DR. NO to 1992 s PA¬ 
TRIOT GAMES. Includes a variety 
of interviews and photos. $19.9$ 

Comic Book names of the Screen 
Many rare photos and full-color 

reproductions of classic comic 
booh covers enliven this 
comprehensive volume by William 
School! and Citadel. An in-depth 
look at your favorite heroes and 
their adventures on film. In 
television senals. and in the comic 
books that inspired them. 
Hardbound *29.95 

PHANTOMS 
of the Cyjt rr/ 

n»fkr hrhiffd Ihr Mail 

Phantoms of the Opere 
Author John L FTynn and Image 

go behind the scenes of every film 
and stage version of the Gaston 
Leroux novel beginning with Lon 
Chaney s famed portrayal of the 
tormented Phantom in the 1925 
silent classic through Michael 
Crawford's performance in 
Andrew Lloyd Webber s phenom¬ 
enal theatncal musical hit. $12.96 

The Superhero Photo Guidebook 
This book by Tom Rogers and 

Image is the ultimate visual ap¬ 
proach to Batman. Superman. 
Copperhead and their peers. Con¬ 
taining more than 100 entries with 
detailed information on their 
appearances in films, senals. and 
TV productions, this book includes 
great photos of nearly every 
Superhero character. $14.96 
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Captain's Logs 
Never before could you find the 

23rd and 24th centunes under one 
cover. For the first time In one 
volume a complete episode guide 
from Classic TREK’S The Man 
Trap* to DEEP SPACE NINE S 
"Emissary^ is brought to you by 
Edward Gross and Ctnofan- 
tastique s very own TREK expert. 
Mark A. Altman. $19.95 

Glam Monster Movies 
These are the mighty and 

fearsome giants of the screen 
come to life in this informative, 
authoritative and illustrated guide to 
the astonishing popular genre of 
dinosaur and giant monster movies. 
From KING KONG to GODZILLA, 
this book by Robert Marrero and 
Phantasma is a collector's dream 
come true. $17.96 

THE REVIEWS OF HORROR, FANTASY 
AND SCIENCE FICTION FILMS 

Subscribe to IMAGI-MOVIES, the new film quarterly covering 
the world of horror, fantasy and science fiction films from the pub¬ 
lishers of CINEFANTASTIQUE. You'll find the same incisive be¬ 
hind-the-scenes reporting, glossy high-quality design and gor¬ 
geous full-color photo displays. Subscribe now and our third quar¬ 
terly issue (pictured above) is absolutely free (available March 1) 
to new subscribers. Order toll free by phone with Mastercard or 
Visa and don't miss these exciting features: our cover story on 
Alien creator H.R, Giger, revealing what the Swiss surrealist has 
to say about his war with Fox over credit for his contributions to 
ALIEN 3; also, a look at other Giger-related works in development; 
plus previews of the big screen big-budget film of THE SHADOW, 
and filming Jack Nicholson in WOLF! 

CINEFANTASTIQUE BACK ISSUES, FREEI 

New subscribers to IMAGI-MOVIES. FEMME FATALES (left) 
and CINEFANTASTIQUE (use order form, page 125) can select 
as a free bonus any back issue pictured on our back cover. Sub¬ 
scribe to two magazines, select two issues free, subscribe to all 
three magazines and pick three free issues! Sorry, this offer is for 
new subscribers only and does not apply to lapsed subscriptions 
or renewals. This offer won't last, so subscribe now! 

The Encyclopedia of Animated 
Cartoon* 

For more than BO years, the 
animated cartoon has been enter¬ 
taining people, young and old, in 
movie theatres and on television 
with a legion of animated heroes. 
From its beginnings in 1906 to the 
present, this book by Jeff Lenburg 
traces the development of this 
unique artform Hardcover, $40.00 

The Book of ALIEN 
The exciting behind the scenes 

story of the making of one of the 
most popular and influential sci¬ 
ence fiction films of all time. 
Packed with sketches, working 
photographs and interviews with 
key personnel such as H.R Giger 
and Ridley Scon, this book by Paul 
Scanlon and Michael Gross pro¬ 
vides fascinating insights. $20.00 

ORDER TOLL FREE BY PHONE, 1-800-798-6515 OR USE ORDER FORM, SEE PAGE 125 



VOL 14 NO 4/S 
Thu double issue gives you the 

complete behind-the-scenes story 
of DUNE’S pm-production In 32 
colorful pages. Our reporter shares 
his DUNE diary with each of you 
from designers to director David 
Lynch. This issue also often • 
retrospect on Lynch and Vie cult 
classic that brought him to prom- 
inence—ERASER HEAD SI 3.00 
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VOL*NO 1 
‘Making ALIEN: Behind the 

Scenes,' including interview* with 
producer Ridley Scott, artist 
h fl Giger. makeup engineer. 
Carlo Rimbaldi and producer 
Walter HHI; the filming of SATURN 
3; reports on STAR TREK-THE 
MOTION PICTURE, THE BLACK 
HOLE and THE EMPIRE STRIKES 
BACK. $20.00 

VOL 7 NO 3/4 
Making CLOSE ENCOUNTERS 

OF THE THIRD KIND; interviews 
with Steven Spielberg, the artists 
responsible tor alien makeups 
discarded and used, special effects 
supervisor Douglas Trumbull and 
12 members of his Future General 
team on the visual effects; reports 
on THE SHINING and MESSAGE 
FROM SPACE. SIAM 

VOL 14 NO 2 
Aussie rock video stylist Russell 

Mulcahy s second directorial 
feature. HIGHLANDER, is the 
cflnt>mMM of this stellar Issue 
WNh a fabulous cover painting by 
Roger Stine, the coverage of this 
epic Indudaa Interviews with 
Mulcahy, Sean Connery, 
Christopher Lambert and makeup 
artist Bob Keene. SB 00 

VOL 20 N01/2 
The record-breaking BATMAN 

and its director Tim Burton are the 
focus of this double issue. Included 
are profliee of thoea directly 
involved. The story behind Burton’s 
BEETLEJUICE, crammed with 
photoe, effects stones and a 
filmography of the director. Phk 
Aldan Robinson on directing FIELD 
OF DREAMS. 820.00 

VOL 12 N01 
The filming of GHOST STORY, 

including interviews with director 
John Irvin, screenwriter Lawrence 
Cohen and visual effects 
supervisor Albert Whitlock. 
Makeup artist Dick Smith unveils 
his sense of ghastly apparitions: 
profile of GHOST STORY author 
Peter Straub; also THE 
HAUNTING OF JULIA. $8.00 

VOL 14 NO 2 
The films of David Cronenberg. 

Behind-the-scenes coverage of 
THE DEAD ZONE, including 
Interviews with Cronenberg, actor 
Martin Sheen, cinematographer 
Mark Irwin and production designer 
Carol Spier. Also filming of VIDEO¬ 
DROME including Interview with 
makeup whiz Rick Baker and 
coverage of BRAINSTORM. MOO 

VOL 9 NO 3/4 
The making of THE BLACK 

HOLE, including interviews with 
more than 20 Disney actors, artiats. 
engineers and technicians, plus 
abandoned preproduction concepts 
by noted space artist Robert Mc¬ 
Call; biography of of Peter Ellen- 
shaw, production designer. Review 
of STAR TREK-TMP plus a best of 
decade recap. *1 MO 

VOL 17 NO 1 
A detailing of the LITTLE SHOP 

OF HORRORS phenomenon— 
from Roger Corman’s ’60s B-fttm to 
to Frank Oz’s big-budget block¬ 
buster Interviews with Roger 
Corman. writer Charles B. Griffith, 
Howard Ashman, the horror film fan 
who molded the oft-Broadway hit, 
actress Etien Greene and effects 
wizard Lyle Conway. MOO 

VOL 18 NO 4 
Behind-the-scenea with the 

summer of 'OS’s off-beat zombie hit 
RETURN OF THE LIVING DEAD, 
an unofficial sequel to George 
Romero’s famed cult classics. Also 
featured is an insightful retrospect 
on the zombie film through the 
ages plus coverage of FRIGHT 
NIGHT and CLAN OF THE CAVE 
BEAR. MOO 

VOL 15 NO 1 
This volume chronicles one of 

the most substantial breakthroughs 
In animation technology—compu¬ 
ter animation. Featuring THE LAST 
STARFIGHTER which opted to 
create its space flight battle 
sequences, not with models but 
with computer generated images, 
taking the process far beyond what 
was seen in TRON. MM 

VOL 24 NO 2 
Exhaustive behind-the-scenes 

coverage of the production, plus 
ILM’s groundbreaking computer 
graphics special effects dinosaurs 
in this summer’s blockbuster hit, 
JURASSIC PARK. Also other pre¬ 
historic projects including Roger 
Corman’s CARNOSAUR. PRE¬ 
HYSTERIA and coverage of 
ROBOCOP 3. MM 

VOL 24 NO 1 
A look at how John Kricfakjsi 

and his Spumco animation group 
redeemed an art form thought 
beyond redemption—Saturday 
morning kklvid. Includes an epi¬ 
sode guide to the REN & STIMPY 
cartoons plus protects in develop¬ 
ment. Special Krfcfalusl 
collector's cover pictured ebove 
$10.00. Cartoon cover. $$.00 

VOL 23 NO 4 
Our coverage of Coppola s 

heads -on no apologies necessary 
approach to Bram Stoker's classic 
includes extensive behind-the- 
scenes interviews with Coppola 
and the vampire brides and an 
exploration of his horror roots 
working with Roger Corman. Also 
included is a Dracuia film survey, 
plus Disney s ALADDIN. $8.00 

VOL 1$ NO 4 
BRAZIL director Terry Gilliam s 

fantasy epic. THE ADVENTURES 
OF BARON MUNCHAUSEN is 
featured in depth. Behind-the- 
scenes coverage highlights inter¬ 
views with Gilliam and other prin¬ 
cipals, who describe the rocky road 
to the film s completion and explain 
how the budget sky-rocketed to a 
whopping $45 million, $$*00 

ORDER TOLL FREE BY PHONE OR USE ORDER FORM, SEE PAGE 125 


